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ABSTRACT

Kenya’'s commercial handicrafts are produced by karad medium enterprises in the Juakali
sector. Most of the producers in the Juakali seateroperating informally mainly using local
resources, promoting local creativity and skillgptoduce handicrafts for the local, regional and
global markets. In Kenya, the quality of the hanalits created is diverse among the producers
and consumers. Handicraft producers in Asia, exartig Philippines are seen as respectable
contributors of foreign exchange in their economidse Philippines handicraft industry has the
support of national institutions that are formedagsist the various producers. Through this
guidance, Philippine handicrafts are identified actepted globally among the high-end
markets. The research looked at the Philippineslibeaft situation as an ideal example where
handicraft sales were thriving. In Kenya althouigl tountry has a thriving handicraft sector, the
supporting institutions are not consolidated arehidy defined in their roles to the handicraft
sector. This research focused on collecting in&dgrom on the quality of handicrafts in Kenya. It

looked at the set standards required for handgctafbe more competitive in the global markets.

The researcher identified three handicraft prodgceups as the sample for this research. This
was a qualitative study and data was collected utitro participant and non-participant
observation, structured and semi structured iregrsi and focus group discussions. Data
analysis and presentation was descriptive. Fromdtta collected, the production of quality
handicrafts in Kenya was seen to be varied amoegptioducers. A nationally recognised
criterion that identifies the quality of the handifts was lacking. An ideal production process
with the key criteria checklist is proposed to guith the production of quality handicraft
products. With better quality handicraft produgispducers would increase their earnings and
there would be economic growth countrywide.

KEY WORDS:artisans, design process, handicrafts, producibaties, production process,

guality, standards.
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CHAPTER 1:INTRODUCTION

1.1 Background of the problem

The field of design and creative art are currerglyefining their roles in society. Issues such as
global climate change, depletion of natural resesirbehavioral changes and different materials
all have positive and negative design implicatiddssign is the basis of material culture and one
of itsgoals is to promote a sustainable designgee®esign also represents the role of creativity
and technology. It recognises the importance asdomsibility of research, while all the time
being responsive, relevant and aware, in determimthical, wise, conscious and sensitive
solutions (Odundet al.,2008). This design knowledge is that which desigrand non-designer
(individuals, communities, institutions, and comieah can use in their processes of designing

and co-designing (Manzini, 2008).

Kenyan handicrafts are a composition of exportabbelucts of the crafts industry. They make a
significant contribution to the national economyccArding to Export Promotion Council (EPC,
2007), renowned crafts in Kenya include; basketdt #re wicker and fiber works like the
kiondo, leather products, wood and soapstone agsyiceramics and jewelry. Renowned
craftsmen include; Wamunyu woodcarvers, Akamba icaail and Kisii soapstone carvers who
have well established craft centers, Akamba weaasi Maasai bead workers. Other handicraft
establishments are Bombolulu Workshops, Malindidienafts, Undugu Fair Trade shop and
Gallery Watatu, which sell an assortment of proslicith locally and abroad. The leading export
markets for the Kenyan arts and crafts include Biddinds, Germany, Canada, U.S.A and
France.Statistics in The Economic Survey of 20@8ciate that export earnings from commercial
crafts were valued at Kshs. Sh449 million in 20Gding to Sh550 million in 2006, and Sh760
Million in 2007 (epckenya.org).

In a thesis research on the commercial craft sectienya,Mwiti(2013) states that these figures
are modest. They do not fully capture the revenererated as a result of direct link of local

sales of commercial crafts and the tourist se@arrently exports of these products are declared



at point of exit as gift items of no commercialwal There is very little documented evidence on
the contribution of commercial craft sector anddeetheneed to document itspotential. Statistical
data on the value and volume of exports on a pielolyproduct basis is not available. This is
mainly because the codification system has not beptemented by Kenya’'s Central Bureau of

Statistics or the Customs Department of the KengiaeRue Authority (epckenya.org).

According to the Kenya National AGOA Strategy (2p12andicrafts are considered as Home
and fashion accessories because they are a wide @nproducts that have high design and
craftsmanship elements to them. In the USA, haaftrare highly visual items that often get
attention from consumers and policy-makers. Thentegiates that the sector has not been doing
well and is exhibiting signs of stagnation or deelin sales. Much of the Home and Fashion
Accessories sector’s ability to successfully selbithe US depends on the presence of agents
that represent large, chain store buyers. Thesetagelay design requirements and quality-
check each shipment, in effect acting as the honmu fashion accessories market access

inspection service.

The Philippines is the second largest world produrfehandicrafts, mainly baskets out of
indigenous materials. Over the years, Philippinedi@afts have evolved through innovative
changes in designs. The artisans have indigen@my&gcome scarcity and increasing prices of
raw materials by constantly producing new desigmgHeir products. This industry continues to
provide a respectable contribution to foreign exgeaearning of the country (US$71.9M in
2000). The sector provides livelihood to more thamillion Filipinos and it has kept the respect
of the high-end markets in the United States, Eemop Union, and Japan

(beth811.hubpages.com).

Filipino handicrafts are also exported to Frantaly] Malaysia and Taiwan(www.pchi.com).
The Philippine Exporters Confederation Inc. Philetgwww.philstar.com) reports that in 2012
the local handicraft industry earned the countrGmillion in sales.The strategy in use for
higher sales is aimed at developing more varigtiesdigenous raw materials used in producing

handicraft products and to maximize their utilinat(www.philstar.com).



Today's trends in handicrafts demand the highesellef craft excellence so as to be
distinguished as a benchmark for craft productissian producers have an international panel
of experts, nominated by UNESCO that evaluates ibeaftl products submissions based on
meeting all four criteria. These include excellengathenticity innovation and marketability.

The UNESCO craft excellence award also emphasizethe product and processes being eco-

friendly and fair (www.unescobkk.org).

The bulk of Africa craft products have been solatigh traditional Fair Trade channels such as
world shops and solidarity niche markets where gores attitude was based on solidarity with
the producers. There has been a high degree @nlenito compliance with quality standards.
African handicrafts over the years sold to inteorel markets despite of their low quality. The
solidarity markets overlooked other delivery stadda(lead times, volumes, and price) that
apply in the mainstream markets. The markets aneal@nging and are unable to tolerate these

inefficiencies among producers (www.cofta.org).

World markets opt to buy better quality handicrdftan Asia that are better priced. Philippines
handicrafts were considered a relevant learningng@ka to the Kenyan handicraft sector. Their
production is guided by standards given by natidnatitutions and international bodies as
accreditation for quality. Both handicraft sectaimilarly have producers in clusters, using
indigenous materials, simple tools, applying tiadil skills to produce handicrafts and the
production processes are dependent on the produtt@ngever there are disparities seen in both
producers as discussed in the literature review. mhin purpose of the research was to establish
criteria necessary for improvement of quality harafts in Kenya. The researcher used
gualitative methods to identify, and describe fesdwf leather bags and sisal baskets produced
in Kenya. The leather and sisal materials are [msEgkfrom raw materials grown and processed
in Kenya. Specific handicraft products were usedttes samples of the larger handicraft

producing population.



1.2 Problem statement

It is not known what quality measures and key det&enyan handicraft producers adhere to.

Producers as well as consumers have differentmotaod descriptions on key quality aspects for
handicrafts.Some producers have set some guidegbnesssure certain levels of quality are met.

The guidelines however vary from one producer totlaer. The Kenya handicraft industry has

few products that are sold in world markets suckhasUSA and Europe.This is due to the fact
that the products do not meet the demand for higtlity in those markets. Knock-off and pass-

off products are widely available in Kenya.There ather significant challenges facing export of

handicrafts like high packaging and shipping coster changing tariffs, lack of patent laws and

certifications that artisans have to fulfill to nheearket specifications and demanding contracts
(Mukami, 2012).

1.3 Purpose/Goal

The purpose of this research was to investigatdatiers that contribute to the poor quality of
handicraft production in Kenya. The goal was topmse key criteriato ensure the enhancement

of quality of productsin the handicraft industry.

1.4 Objectives

The main objective of the research was to investi¢m the factors affecting the quality of

leather bags and woven sisal baskets in Kenya.

Other objectives were;
1. To investigate current design attributes for leatreal sisal bags.
2. To establish the materials and product realisgiracess used in production.

3. To propose a criteria checklist for quality prodobfhandicraft products in Kenya.



1.5 Research Questions

The main research question was: Wat are the factors affecting the quality of leathebags
and sisal baskets in Kenya?
The research questions;
1. What are the current design attributes that arentis$ for quality leather and sisal
baskets?
2. What product realisation process and materialsappied inthe production of leather
bags and sisal baskets?

3. What criteria can be established to ensure proolucti quality handicraft products?

1.6Justification and significance of the study

The research project provided information thatdseatial in establishing craft excellence and
benchmarking quality standards of Kenyan handistafiormation from the research could be
useful to stakeholders includinghandicraft prodagaovernment institutions such as the Export
Promotion Council(EPC), exporters and researchieesrgsearchcontributed to designthrough
the actualization ofbetter products. It opened wgerareas for further research such as setting
model standards for handicrafts. Controlled prodsteindards and their enforcement would
substantially benefit industry and consumers ifytivere uniformly and consistently enforced.
The researchcould contribute to the Kenya VisioB®R@ng-term development blue-print to

create a globally competitive and prosperous nation

1.7Limitations and assumptions

The research requiredfinances because the casesstwdre vastly spread from each other.

There were limited finances, resources and tinedtaluct the research.
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1.8 Assumptions

It was assumed that the data collected resultdthdings that are applicable to all handicraft
products in Kenya.The proposed criteria can be rgéised and recommended for use in the

production of other handicraft products.

1.9 Scope

A geographic scope was considered because thegimpubf handicraft producers was largeand
scattered all over Kenya. Handicraft producers wo tdifferent major cities Nairobi and
Mombasa as seen in figure 1 were selected forebearch.This was because they have access to
both local and international markets.Selectionshoée handicraft producer groups werepicked
ascase studies namely Bombolulu Workshops, Balatgerative weavers and Sanabora design

house.

Bombolulu Workshop located in Mombasa has beexistence since 1969 and is a programme
of the Association for the Physically Disabled adriya (APDK). The handicraft producers are
physically challenged andhave been trained overyd#as to overcome their challenges to
successfully produce handicrafts for local and expmarkets. The organization was
knowledgeable and has had vast experience in hafftdgroduction.In addition, Bombolulu
Workshops is a member of Cooperation for Fair TriadAfrica (COFTA) and the World Fair
Trade organisation (WFTO).This case study was dened as a critical case in the manufacture

of quality handicrafts.

Sanabora Design house was established in 2004 saadspecialist craft enterprise realizing
innovative products for various markets. It is odney a skilled and trained designer who also
offers trainings that emphasizes on adherenceitoMarking practices, creativity, innovation,
value addition, quality management and presentadioproducts. Sanabora is a member of
Cooperation for Fair Trade in Africa (COFTA)and thWorld Fair Trade organization
(WFTO).The design house was considered as an ecgugtstudy in this research.

11



Bahati Weavers Cooperativewas registered in 2Q14.d group of women weavers who supply
their baskets to Kariokor Market in Nairobi, whighone of the oldest craft centers in Kenya.
The sisal woven handicrafts produced by the womemnloaer the years been sold locally and
exported to various markets. The producers whavamly from the Eastern regions in Kenya
namely Machakos, Kitui, Makueni, are still using thge old traditional methods of weaving to
make sisal baskets. The weaving skills and knovdadgpassed on to the younger generation by
the older generation. Their selection for this aesle therefore was considered as expert case

study.

A product scope was further considered. The rebaakestigated on the leather bags and sisal
baskets produced by artisans in the three caseestiitlis is because the raw materials used by

the three case studies were available and procéssaty.

Kenya Map - 22008 Destination360

Figure 1: Map of Kenya
Sourcewww.destination360.com (February 2013)
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1.10 Definition of Terms

Design Processcan be presented into four stages: research, pgndesign and production-
although the process is messy and these stagewaee clearly demarcated and often overlap
(Douglas, 2001).

Handicrafts/artisanal products; defined as those that are produced by artisarbkere
completely by hand, or with the help of hand tomiseven mechanical means, as long as the
direct manual contribution of the artisan remamss inost substantial component of the finished
product (UNESCO, ITC,1997).

Jua Kali;the Swabhili words for ‘hot sun’, was originallyagto refer to artisanal fabrication and
repair enterprises that operate without sheltekemya it includes many types of informal Micro
and Small Enterprises (MSEs) and especially thosself-employment, whether in the open or

in a permanent premises (King,1996).

Kiondo is a traditional basket native to Kenyan Kikuyulahkamba tribes. Before the %9
century, when thenakonge(sisal) was preferred for basket weaving usegraety of plant fibers
was used. The Kikuyu usedugumemugioandmurindafibers while the Akamba usedukiswa
and kindiio fibers. Today they are found everywhere,seen the of various fibers to its

production a casual innovation with pleasing res(llambretch, 1981).

Producers/Artisans are people who make products manually (hand argusand tools); they
usually work individually, but can often be helpleg family members, friends, apprentices or
even a limited number of workers, with whom theg ar close personal contact (ITC, WIPO,
2003).

Traditional Knowledgeis traditional-based literary, artistic or scieitivorks; performances,
invention, information and all other traditionaldeal innovations and creations resulting from
intellectual activity in all fields. It includes rmdeinal knowledge, ecological knowledge,
agricultural knowledge and scientific knowled$gC, WIPO, 2003).
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CHAPTER 2:LITERATURE REVIEW

2.1 Overview

Kenyan handicraft products are continually changwmigh the current needs demands of
consumer. Notable changes are in the design pregeskills, materials and machinery that are
key to the end product. Handicraft producers ampfudg design processes that include expertise
of designers with specialised knowledge. They cwatily improve their skills and capacity
building through rigorous trainings. Materials aeplored and experimented with while new
sources are being discovered and used in produdtandicraft production is labor intensive
and the use of rudimentary machinery is evidenbd®cers modify the necessary tools and
machinery to suit their needs and boost producthdhof the above factors are in continual
transition with ultimate goal of production of kettquality products. This chapter discusses a
number of issues that are essential in the haritliodustry. The information was gathered from
literary sources that have documented on the heaftliadustry. The first section is on design,
processes and how they relate to handicrafts. Elogos discusses on the numerous design
processes applied in various design disciplineshteowd some of these processes relate and are
adopted in the craft industry. Currently, handicnafoducers and designers are adapting to

design processes to produce products that meeafiseiteria.

The second section discusses market driven haffidiciaroducer training and professional
intervention. Knowledge, skills transfer and rawtenils are very vital issues affecting the
production of handicrafts. The various sectiongus how these issues are dealt with today in
the handicraft sector both in local, regional antkernational situations. There is empirical
literature that discusses the policies and starsddrat have been set up and are recognized as
guality standard measures for handicrafts. Theeecdteria used by the organizations and the
strategy set to ensure a proper quality and stdimidion system set in place for the producers.
The section discusses on what other handicraftymed are doing to work towards quality
standards of handicrafts.

The last section discusses on technical and vattoaining both locally and internationally. It

reviews the Kenyan vocational training and theipPpihes (TIVET) system.
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2.2 Design research and handicrafts

According to Tirali(www.tiralidesign.com), many dgsers are of the opinion that craft and
design are two completely distinct fields. Theigedield is innovative while the craft field is
based on existing traditional knowledge passed @nwen generations. It is commonplace to
label something as ‘craft’ object and something els a ‘design’ object. Emphasis is made on
crafts being part of the Indian heritage and idgniCrafts have connections with religion,
mythology, folklore and traditions. They are an orant instrument to the preservation of
cultural integrityAccording to architect and indusk designer Tirali (2014) he feels that
everyone owes it to posterity to preserve it. Algyathe skill of the craftsperson cannot be
replaced by machines. When an artisan createsy Isbeoleaves a personal imprint on their
creation (voluntarily or involuntarily), much likean artist does. The non-uniformity
characteristic of crafts is much more appealingitttee mundane alikeness of machine-made

products(www.tiralidesign.com).

Artisans have among them an enormous body of véwaed-skills too valuable to be lost. Over
the years, crafts have been a means of employnenmény people in India. As crafts
progressively lose their value, these people laspl@/ment or move to some other vocation.
Encouraging crafts could promote entrepreneursmiprg the masses which would be a positive
for the economy. An important question is raisedmrat can designers do for crafts? The blog
discusses ‘Craft oriented design’ which involvesxdraade Design products. Designers can
educate themselves about the crafts of their cguortispecific to their region. They can work
with artisans to experiment and explore craft témphes. Most designers pride themselves on the
ability to work within creative constrains. A cledge expected would be innovating while
adhering to craft techniques. Collaboration of gesis and artisans would solve the craft —
design stand-off and create great products (wwalidesign.wordpress.com).

Craft design disciplinese(g, textiles, ceramics, glassic) have been understood as “medium-
designated” practices whose values are connectéd mwaterial artifacts and their creation
productions (Rowley, 1997). For a craft designdoe¢able to work with a material, the technical

knowledge of how a craft can be made from it mustabquired. This includes the skills or
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knowing the material, techniques and tools. That tenowledge is usually acquired through

individual practice and observation because ibisnecessarily put in words or illustrations.

Industrial designer Bill Moggridge (2007) statedttdesign thinking harnesses tacit knowledge
rather than the explicit knowledge of logically exgsed thoughts. Designers have the ability and
training to harness the tacit knowledge of the mscmus mind, rather than being limited to
working with explicit knowledge. He emphasised thaith this, designers are good at
synthesizing complex problems with large numbersasfstrains. However, it also makes them
bad at explaining or defining what they are doimghinking. They will describe processes and
results because they are not consciously awarbeaf dwn rationale. Conclusively, designers
operate at a level of complexity in the syntheg$isamstraints where it is more effective to learn
by doing, allowing the subconscious mind to infoimuitions that guide actions. This is the
reason that design education relies on project cbamgproach of “learning by doing”

(www.designinginteractions.com).

Correspondingly, Cross(1982; 1999) states thaigddenowledge exists in a designing activity,
not only in designers, but also in artifacts thegate and the processes used to create them
(people, product and process). To gain this knogéei$ to be involved in the activity. The
production of design knowledge thus deals direatith the designer’s production of material
artifacts.However, the unarticulated nature ofkhewledge seems to limit the dissemination of
knowledge to a larger number of practitioners, stis, and educators. Makeld and Routarinne
(2006) also agree that some of this knowledgess alherent in the process of manufacturing
the artifacts. It is gained through making andeeihg upon the making of these artifacts. Thus,
the triangle of maker-making artifact seems to mteva useful means through which it is

possible to approach practitioners’ ways of knowing

The exploration of knowledge through making artalsas brought a new dimension to design
research as not only is anartifact created butdd®oimented. It contextualizes and interprets the
artifacts as well as the process of making thenis Way of creation allows the researcher to
elicit reflection in and on their working procesgkat can be considered new knowledge gained
in action(Schon, 1991).
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Frayling(1993) divides design research into thréferént categories depending on thefocus and
mode of the given task. Firdly research into artand desidre implies that art and design is the
subjectof inquiry to be looked into, a phenomenorbéstudied from the outside. This can be
done fromvarious well-established approaches, sudha historical, cultural, social, and
technical. Byresearch through art anddesigme proposes that the creative production can
beunderstood as a research metiBydresearch for artand desidre refers to a kind of research
in which theend product is an artifact within whithe thinking thatled to its making is
embodied.

Today, however, the production of creative artgaahd that of knowledge have found their
position in academic research. Several discussionslesign research, as the cultivation of
design knowledge, have demonstrated the possibimidetion of the researcher’s production of
artifacts into academic research (Frayling, 1998jrel, 2003; Barrett & Bolt, 2007).

Designer Cross (1982; 1999) further explains tmainf earliest times, people have had the
creative urge to design. In pre-industrial socgti¢he activity of designing was closely
enmeshed with the process of making. Pre-industrigiacts were (and still are) created by a
craftsperson working directly with raw materialsete was almost no separation of the activities
of designing and making as there is for industesdifacts.The pre-industrial craft process
contained virtually no (designing), in the sensat ttve understand the process of design in
industrial society. There was no creation of nol@ms, nor innovation, nor drawing and
modeling in advance of making the artifact. Eaclv reetifact was made as a replica of its
forerunner. Each specialist craftsperson had dmoedée and very rigid set of rules for the shape
of the artifact and of the procedures for makingr'tie craftspeople had no meta-knowledge of
why these rules and procedures had to be obeyed;ahly knew that any departure from the
rules and procedures was highly likely to resuame failure occurring in the artifact.The craft
process produced objects which were extremely fitedd to the functions they had to perform.
They were complex in form and in the integrationcomponent parts, were derived from and
adapted to the available materials and manufaguriprocesses, and were
beautiful(www.tdd.elisava.net)
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Design theorists such as Alexar(1964) and Jones (197®ho have tried tcanalyze the
reasons for the success of the craft process, fiygested that it worked through a proces
artificial evolution analogou® natural evolution. uccessful, stable forms were developed «
long periods of time by a process of tiny adapteti@and etention of improvements. Cro
emphasizes that designers today being forced to reconsider the traditional skills tbe
designer in the light of the changing technologydesign. It is time to take stock of the wh
range of traditional skills thahé designer employs; not just the manipulativel siidrawing,
but the cogitive skills that lie behind . Theproducts and processes of a technology are li
with each other.Iignificant change are expected, there should beskdling of design sudents.
Learning should moveway from individualistic towards team design pdures, towards
opemess rather than secretiveness; towards the udesan methods that support the inclus
of everyone who has a stake in the product; andrisva wide collective accountability for th

implications, sideeffects and other results of design proce(www.tdd.elisava.ni)

2.3Design processes icraft production

The process of design can Ipresented into four stages: research, conceptgrdesnd
production-although the process is messy and these stagasewaee clearly dearcated and

often overlap as seen in figurelZDouglas 2001).

resenans
S

Figure 2.1 Design process as proposed by Douglas (20
Source:Douglas, 2001
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In comparison, Roy (N.D.states that in highly simplified form, a complgiecess may b
thought of as consisting of three ste (see Figure 2.Z)he process is a dynamic one with
total effect of which is to change the situatiorthe world. The proce involves back trackin
between the various stages. Conventionally, stagewvehich is exploring the world situatic
deciding what problems need tackling and what petedlneed making. It is described by s
terms as policy making, planning and manage. Only subsequent stages, following

identification of the problem are usually descrilzesddesigning. Arguably, the first stage wt
encompasses research is part of the design prBoesarly, these three stages deal with

aspects dealt in tHeur stage design process as described by Douz0éd ).

Figure 2.2: The simplified dynamic design process defined by RaN.D)
Source: Roy, (N.D)

Traditionally,artisansusually worled independently. They conceivad object and then usit
specializel artisanal or technological skills, fabricd it by themselves or with a few assista
in a small studio.By studyinthe stages of design, it can be seen that somkeoéadtivities
undertaken by the industrial designer are ame as those of the artisarhe goal of the forme
usually isreproduction while that of the latter is limitedbfecation in one or a few copies. T
making of models, molds and prototypes by the itrdaisdesigner follows many of the sa
processes that the artisases. Thdéwo disciplines come most closely together at pumit in the
process through similar exact working of materia¢éggardless of whether it is done by hi
machine or computer to create a single examplerdiflacts all aspects of the creative effThe

design process starts with the preparation of ef.o@enerally designers work within a writt
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design brief given by the client, or ideally shapied conjunction with them. The brief
summarizes what is required for the developmena giroduct, such as functionality, form,
usability issues and performance and technicalcspk also specifies any important constraints
as well as environmental regulations and legal semated to the product.Design processes are
continually changing. The rational design processe( Figure 2.3) is necessary for the
achievement of quality end products. Currently,dienaft producers and designers are adapting

to design processes to make products that mesptwfied criteria (www.artisanwork.org).

Figure 2.3: Product design process by Artisan work.

Source: http://www.artisanwork.org

Aspelun (2012) lays out the design process in sestge’s that include; inspiration,
identification, conceptualisation, exploration/refiment, definition/modeling, communication
and production. In investigating design procestasyson (2006) argues that design in many
forms then,deal with both precise, vague ideasatidfar systematic and chaotic thinking that
need both imaginative thought and mechanical caficui. However, a group of design fields
seem to lie near the middle of this spectrum ofigiesctivity. The three dimensional and
environmental design fields of architecture, irdedesign, product and industrial design, urban
and landscape design, all require the designeraduge beautiful and also practically useful and
well-functioning end products. The aspects of asgth, practicality and functionality of a
product are aspects that can be considered tongdagiquality. In most cases realizing designs
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in these fields is likely to require very considdeatechnical knowledge and expertise as well as
being visually imaginative and ability to designedigners in these fields generate objects or

places which may have a major impact on the quafitife of many people.

The product design process is the conversion obdyat concept, described in the product brief,
into a functioning prototype. This can be assessetrefined into a viable commercial product.
The process is influenced to varying degrees byttadl following factors:function, use and
maintenance,product dimensions in target marketsiternational and national
standards,Production processes, technology andnraterials. Other factors include;Market
trends product style and appearance trends,Pricperaducts in the market and Packaging
requirements.The competitiveness of Philippinesdiaafts are achieved at a cost. The design
of handicrafts would be comparable to the ReseanchDevelopment undertaken by companies
in other industries, and most companies invest afltime and effort to stay current in terms of
their product designs. It is not unusual for comesito send their designers and artists to Europe
and the US just to check out the latest trendsesigih.The level of technology employed by the
small and medium-sized exporters in the Philippwases depending on theproducts that they
produce. Some products such as basketwork empfoplesimanualprocessing and the raw
materials used in the industry are mostly indigendiis estimated that only 10% worthof non-

indigenous raw materials go into the productiorcpss (Rodolfo &Teo, 1995)

Arguably, Morris (2009)emphasises that a produetdseo be defined not just by a designer’s
idea or by consumer requirements, but by otheriderstions too.These could be operational
requirements, performance and safety, legal orlaggy functions. These should be captured
within the product design specification. Similafigr handicraft products, these aspects are
crucial in the design and production. Various atpseach as materials also include availability,
sustainability and cost implications. The tools amatchinery used in production, their efficiency

and outputs are considered too.

2.3.1 Economic gain for design driven handicrafts

Research from a technical paper by the Interndtidrede Center, ITC (2010) on handicrafts

and tourism states; many tourists are tired of nigedhe same style of animal statues,
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masks,traditional cloth among other crafts over avel again. There is not much to discover at
many craftmarkets in the world, just as there ismach variety between products at one shop
and the next one. They no longer search for cheapesir articles, but prefer some innovative
higher, value products.Many tourists prefer prodwath the design which fits into both worlds;

the country they visit as wellas their home countiiyey prefer products to be a nice souvenir
and a useful item.Tourists particularly look foernits which can be comfortably packed in a

suitcase. Therefore, itemsshould neither be tokybulor too heavy or fragile.

Viewpoints (2005) mentions a key characteristitonfay’s global home accessory market is the
speed with which trends change. The fashion speduct designs, and colors transform,
resulting in increasingly shorter product life @&l Producers, in turn, are forced to keep abreast
of trends and constantlydevelop new designs andugts. Market experts predict that industry
changes will becomeeven more rapid in the futureabgse of instantcommunications,
competition among retailers andwholesalers, andeeasd faster travel. This will put more
pressure on all producersto deliver product samgtesorders quickly lest they goout of style.
For developing-country producers, this trend wéldsignificant challenge and will increase the
importance of access to market information andatiéty to comply with buyer requirements.
These include thequalityof materials used for tfwlpct. The design of the product should be in
line with style trends and the price of the prodsimbuld beright for the consumers. Capacity of
the producer is considered in terms of meetinghilnger's minimum, quantities or maximum
guantities. Delivery must be done on time, as adewith few major glitches that demand the
buyer’s time and attention. Business skills sucheaponsive communication are important for

both the buyers and producers.

2.3.2 Cultural heritage in handicrafts

The Global Assessment Report on handicrafts (20@&es that the market is expected
tocontinue moving away from indigenous (also knoagethnic or traditional) designs toward
more contemporarystyling.From the same report, ygbdlesigner Robinson mentions that
Consumers buy handicraftsbecause they like to deehected with indigenous traditionsand
cultures in a global and increasingly commoditirentld.Handicrafts are unique expressions of

a particular culture or community through localftsmanship and materials.While opportunities
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for purely indigenous designs may belimited, theteptial for products that accent
contemporarystyling with indigenous elements istaiely not. Labeledas global style, the
combination of contemporaryand ethnic designs msicered a firmly established and growing
category. This presents new and expandingoppoisrfitr handcrafted goods. When enhanced
byinnovative product development, artisan desigreggerials,and techniques can greatly improve

the appeal of acontemporary item by softeningeitsures and creating aunique look.

The growth of the high-end markets presentsoppiuigsnfor producers to introducehandmade
goods with contemporary styling. These markets awhiar sophisticated,stylish products from
artisans globally. Rather thancompeting for acdesthe limited market for purelyindigenous
products, handicraft producers can adapttraditicshedigns and skills to complement the
broadofferings of the expanding luxury market farger profitmargins. As the luxury market
segment grows, consumers have showna willingnessayomore for unique products. For
handicraft producers able to create and delivefitgyaroducts at competitive prices, this push
todifferentiate creates many fresh opportunities.t@e other hand, working with new materials
andtechniques may require additional skills andlabokation among artisan groups.Such
cooperation can be difficult; however, especially different materials must travel
betweenfacilities—a small variance at one stage isult in ill-fitting parts at another,
increasing productioncosts, delivery delays, amdgirlarity among finished goods (USAID,
2006).

According to a case study of Philippines handisrdft Belgium and Germany in 1995,
handicraft products have been an export winners iEbecause of the comparative advantages it
enjoys in terms of the artistry and creativity oliginos. The producers are the available in a
large pool of well educated, skillful and highlyittable workers in the countryside. Theyalso
have a vibrant, cohesive and articulate nationsb@ation of handicraft producers and traders.
The existence of Filipino-owned export trading camiges have spurred and expanded
production by small, widely scattered handicrafiqucers. Exporters interviewedin this study
have specifically pointed outFilipino creativity design as the key factor that distinguishes them
from their competitors. ThePhilippines has in faeen labeled as the "Milan of Asia" as a

testament to the Filipino's ingenuityand creatiwgsne
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2.4 Skills transfer and apprenticeship

Traditional craftsmanship is perhaps the most tdagmanifestation of intangible cultural
heritage. The UNESCO Convention of 2003 was maiobyncerned with the skills and
knowledge involved in craftsmanship rather than ¢haft products themselves. Rather than
focusing on preserving craft objects, safeguardatigmpts should instead concentrate on
encouraging artisans to continue to produce cnadt ta pass their skills and knowledge onto
others, particularly within their own communitieeel'skills involved in creating craft objects are
as varied as the items themselves and range frdicate detailed work such as producing a
sturdy basket or thick blanket.Like other formsiofangible cultural heritage, globalization
poses significant challenges to the survival ofditranal forms of craftsmanship. Mass
production, whether on the level of large multioaal corporations or local cottage industries,
often supply goods needed for daily life at a losest, both in terms of currency and time, than
hand production. Many craftsmen struggle to adapthis competition. Environmental and
climatic pressures impact on traditional craftsnhgmsoo, with deforestation and land clearing
reducing the availability of key natural resourcEsen in cases where traditional artisanship
develops into a cottage industry, the increasete safaproduction may result in damage to the

environment.

Cross (1999) states that traditional crafts aredam the knowledge implicit within the object
itself of how best to shape make and use it. Tishy craft-made products are usually copied
literally from one example to the next, from on@getion to the next. The goal of safeguarding,
as with other forms of intangible cultural heritage to ensure that the knowledge and skills
associated with traditional artisans are passe dmure generations so that crafts can continue
to be produced within their communities, providingelihoods to their makers and reflecting
creativity.Many craft traditions have age-old sys$eof instruction and apprenticeship. One
proven way of reinforcing and strengthening theg&tesns is to offer financial incentives to
students and teachers to make knowledge transfee miractive to both.Local, traditional
markets for craft products can also be reinforeekije at the same time creating new ones.
According to Lindblom (1969), it is not very cleatho really owns the idea behind kiondo
weaving. Information available reveals that it isren associated with the Kamba community.

Lack of clear individual ownership of kiondo hagtlit a property that belongs tocommunities.
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Given that it was created in a local setting teradtto a local need, kiondo seems to fit well as
traditional knowledge. This is knowledge passedfrem generation togeneration by human
communities. In response to urbanization and indigtation, many people around the world
enjoy handmade objects that are imbued with tharaatated knowledge and cultural values of
the craftspeople and which offer a softer altemgatio the numerous ‘high tech’ items that

dominate global consumer culture.

Morris et al.(2006), argues thatthe dominant trendward mechanized production of handmade
goods in order to lower unit costs and thus be aiitipe with industrially manufactured
products. Many view this as the future of craftsaddl production can also mean beautiful wares
for the masses; the introduction of machinery assembly line methods to the production
process does not necessarily erase their uniquaatea Customers value functional articles that
possess, style, quality materials, and good craiftsmp along with practicality.Further legal
measures, such as intellectual property protectaoiispatent or copyright registrations, can help
a community to benefit from its traditional motéad crafts. Legal measures can encourage craft
production; for example, a local ban on wastefudspt bags can stimulate a market for
handmade paper bags and containers woven from, gahg®ing traditional craft skills and
knowledge to thrive. In other cases, trees carepanted to try and offset the damage done to
traditional crafts reliant on wood for raw matesialn some situations, legal measures may need
to be taken to guarantee the access rights of contiesito gather resources, while also ensuring

environmental protection.

2.5Raw materials for handicrafts

Handicrafts products from Kenya are produced froomarous materials. Materials such as
wood, stone such as Kisii soapstone, bone, hoathée, plant fibers’, clay/ceramics, glass and
an assortment of beads are used skillfully to makelucts. Recycled materials such as paper,
plastics, rubber and soda cans are also in use/.tdde waste is actualized as handmade
products with the aim of curbing the waste menaBaw materials such as leather and plant
fibers’ are readily available to handicraft prodiscen Kenya. The leather is locally processed to

a variety of quality finish for use in the localdaexport markets. A plant fiber such as sisal
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isgrown in Kenya. The fiber is processed for a etgri of uses both locally and
internationally.Leather bags produced in Kenya boasising the best material processed in the
country. Various handicraft centers use the diffetgpes of leather that are processed locally.
Fashion bags and accessories are made with higblsegsed leather such as crustwhereas
traditionally, bags were made from raw leather. Hngsans incorporate the latest trends in
design with their skills and craftsmanship to compewith new products. More often, artisans
incorporate the use of other materials such asasaamd various fabrics to diversify the product
range. Some of the popular leather bag producergcinde Rift Valley leather, Sandstorm and

Sanabora.

Sisal bags popularly known as the kiondo/ciondonaa€ele from the sisal plant that is laboriously
hand woven in a traditional style. Sisal basketw &g is a rich culture among the Kikuyu
women from the central province of Kenya and theka women from the Eastern Kenya.
Other ethnic communities like the Taita in the ¢qgasvince do make similar baskets but mostly
from Baobab tree. Most of these weavers are midgésl women. It is a skill that is acquired
from other women artisans within their respectivemmunity mostly in rural

areas(www.craftofafrica.org).

Sisal bags are to date hand woven and traditidali$ sisually are incorporated with the trend
demands to come up with new products. Traditiondlé/kiondo was woven in the round shape
but today there are various shapes that have dmteal to suit the market trends. The main
material of use in basket weaving is sisal. Kenyaipces the world’s best quality Sisal fiber. It
is mainly used in the manufacture ofhigh qualityl gamemiumproducts including high quality
carpets, specialty paper, gypsumblocks and comgsositaddition to the traditional baler twine
market. Traditionally the main market for Sisal éiibhas been baler twine, ropes, sacks,
carpets,cordage, and upholstery. Informally, largkimes of Sisal are absorbed in the small-
scalehandicraft industry annually to make mainlyem bags (Kiondo) among a variety of
otherhandicrafts(www.epzakenya.com)

Currently as seen in the handicraft markets, thermnovation from other artisans of other

materials such as polythene that are in use irepdfisisal fiber. Manmade fibers such as wool
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and nylon are incorporated with the sisal fiberspag of the weaving design of the kiondo.
Materials such as leather and wood are used to rhakdles for the bags. Developments in
various uses for products, changes in market tremdstechnology have brought with them
endless possibilities for new products.

2.5.1 Leather production and handicrafts

According to The Leather International 2012 repdhe hides, skins and leather industry
contribute an estimated 4% to agricultural GDP gnifa. In the local market the dealers were
estimated to earn about Kshs1.8 billion annualligilevin the export scene the country earns
approximately Kshs4 billion from the exports of ééd skins, leather, leather goods and
footwear. However the optimal growth of the indystis purely dependent on value

addition. Kenya leather exports amounted to abaltsks.9 billion in 2010 while leather goods

exports are minimal. In the report, Dr Mwinyihijagaes that figure would have been much
higher if there was more value addition. His staetris further emphasised by The Economic
Survey 2011 Report that mentions the leather aotiviear subsector having registered a growth
of 6.7% in 2010. This was caused by a 23.9% ineréashe production of finished leather

(Mwinyihija, 2003).

Until recently, however, value addition in the kteck sector has been minimal, and most of
Kenya’'s exports have been in the form of unproakssev hides and skins. The government’s
strategy to develop the leather industry springsnfits Vision 2030 Program which promotes
industrialization and value addition in key sectdrBe hides, skins and leather industry are one
of Kenya's main agricultural sub-sectors thatcamtgbute to economic growththrough
expanding exports of bothsemi-processed and fidigksthergoods.

The potential for growth in Kenya'sleather indusisyconsiderable. Thegovernment estimates
that value additioncould more than double earniog&shs9 billion. According to Muriuku of
the Leather Development Centre, it is estimated ifkenya produced leather from all its
hidesand skins, earnings could rise fourfold toatblishs 16 billion (€144 million), anddirectly

employ around 10,000 people. In the Kenya Leathevelbpment Council strategic plan of
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2010-2015, there is a preview on footwear and &atjoods industry. In consideration to the
chain approach to the leather industry, footwear l@ather products sector is deemed to be a
third level. In effect raw hides and skins and thening sectors are considered as first and
second levels respectively. The qualitative imgacthe effect of raw hides and skins and the
tanning phases has a direct bearing on the legtmelucts. As mentioned in their strategy
matrix, the goal of market development is to faai® product development and branding. The
development of appropriate brands and standardsramding leather and leather products

ensures the use of high quality of leather.

2.5.2 Sisal fiber and the Kiondo

Sisal is a vegetable fiber extract from leaves mfAgave Agave sisaland&errine), a major
tropical fiber used in agricultural and parcelimgrte of various kinds in addition to ropes,sacks,
carpets, and upholstery. Agave is a genus thatdesl the common sisa.Gisalana)and many
other species such agave fourcroydegHenequen). The Agaves are indigenousto tropicdl an
sub-tropical regions of Southern America, Mexicout®ern Coast of UnitedStates of America
and the Caribbean Island. It was introduced to &aiazby a Germanagronomist in 1893 who
imported bulbils from Florida, USA. From there,aispread toKenya and other parts of East,
Central and Southern Africa.Sisal is the most irtgodr of the group of hard fibers, which
includes Flax, Abaca, Jute, Coirand other fibelisalSoccupies 6th place among fiber crops,
representing 2% of the world'sproduction of plabeéfs (plant fibres provide 65% of the world's
fibers). The world's largestproducers are Brazihin@, Mexico, Kenya, Tanzania and
Madagascar.Sisal is a reasonably drought tolerapt and can be grown in areas with as low
rainfall. Traditionally the main market for Sisabér has been baler twine, ropes, sacks,
carpets,cordage, and upholstery. Informally, largeimes of Sisal are absorbed in the small-
scalehandicraft industry annually to make mainlyem bags (Kiondo) among a variety of

otherhandicrafts.

In 1940s came the invention of manmade (synthébers. The frenzythat followed this new
invention saw a very swift shift from natural fiselo manmadefibers.The proximity to market at

a cheaper priceand in abundance enabled the nesviibeeplace the natural fiber market. This
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marked a turning point in thesuccess and growththef sisal industry with demand and
subsequently prices of sisal fibergrowing at a msichwver rate. By late 1960s demand for Sisal
fiber declined causing aconsequent declining tremgroduction, which persisted up to late
1980s.Development of new uses and markets in re@t has reversed the trend. The new
usesinclude the manufacture of composite, partigultor manufacture of interior motor
vehiclepanels to replace glass fiber, manufactiirgypsum blocks for building and specialty
paper.With entry of these new products in to theketain the early 1990s, the trend changed
withdemand and prices for Sisal fiber rising grdgudn the late 1990s, introduction of new
uses(products), markets and application of impropeaduction and processing techniques
furtheraccelerated the rise in demand. Kenya $eald runs a fully-fledged Sisal Inspectorate
unit, which inspects and certifies allSisal fibéosensure conformity with established quality
standards.The Kenyan Sisal Industry has embarkednoexpansion programme to increase
Sisalproduction to meet an increasing demand fgin Quality fiber (Kenya Sisal Industry 2005).

Thus the fiber used for the production of KenyasKess is of assured quality.

The kiondo which is a traditional basket nativeKienyan Kikuyu and Akambatribes has seen
the use of various fibers to its production. Befire 19" century, when thenakonge (sisal) was
preferred for basket weaving use, a variety of {pfdoers was used. The Kikuyu usedigumo
mugio and murinda fibers while the Akamba usedukiswaandkindiio fibers. The traditional
material that is still known to be in use is theely chewed baobab stringjuambwaused by
the Akamba weavers living between the towns of Mdlii and Mutito-a-Ndei in Ukambani.
Even so the baobab baskets are scarce. With tleelumtion of manmade fibers in the 1940’s, a
nylon thread known as Manila, imported from Korewl acrylic yarn substituted for the sisal
and other natural fibers. Plastic woven kiondosifiKenya were already making an appearance
in the United States in the 1980’s. No one exa&igembers when synthetics first appeared, but
many Kenyans say nylon baskets were not seen istthets, nor were they sold in craft shops
before 1966. Today they are found everywhere, @véime Pokot interior and Maasailand. It all
began, in a haphazard way. A weaver having a bibrght red nylon thread on hand
incorporated a few single strands of it in her Isissket- a casual innovation with pleasing

results. Weavers subsequently adopted nylon anutedidasketry to it (Lambretch, 1981).
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2.6 Policies and benchmarks on handicraft quality

Information is gathered on the existing policiesl &enchmarks in place in handicraft sectors
such as the UNESCO excellence criteria for hanfiicrihere are policies that have been put in
place to assist the handicraft sector. CountriesRhilippines and Asia have institutions in place
catering for various needs.The Philippine Chamlbétamdicraft Industries, Inc. (PCHI) is a non
profit, non-stock organization of traders, manufiaets and exporters of Philippine handicrafts.
It was established to showcase the creativityntaad it supports the promotion of handicrafts.
Producers get to continue with production througharicial support from the PCHI. The
handicraft in itself is developed, allowing peogte learn more of the skills involved in
production. Capacity building is made possible tigto trainings and product output is enhanced

(www.pchi.com).

In Asia, the ASEAN Handicraft Promotion and Devetegmt Association (AHPADA) was
formed to establish standards of quality and endamternational market awareness of
handicrafts from the 10 Southeast Asian countrid®ADA supports the fulfillment of its
objectives through the sharing of ideas, know-hod experiences. It oversees on the use of
resources and expertise in the region for the praien and the development of craftsmen. The
organization aims to promote quality craftsmanstfighandicraft products. At the same time,
AHPADA supports the development of crafts througfecent training initiatives. It is involved

in the establishment of crafts businesses relatedltural tourism, and the vocational training of
youth and handicapped people (artncraft.indiabizclom).

In 2001,the AHPADA collaborated with UNESCO andn@dThe Award of Excellence for
Handicrafts (formally known as the Seal of Excatlenthatrecognises craft excellence. Using
the benchmarks set with prior knowledge of traisinggsources and expertise of the producers
the benchmarks of quality are unanimously agreedt@enaward serves as a quality control
mechanism and marketing device that guaranteedlexicguality of hand-made traditional
and/or innovative craft products from the regiomeTaward is therefore not a prize for a
competition given for the most outstanding piead, &“stamp of approval” that guarantees that
a handicraft product or product line meet the hégjlséandards of quality. The product is assured

as having been produced with careful regard tourlltauthenticity and environmental
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conservation.The awardprogramme was establisheddourage craft-workers to use traditional
skills and materials so as to ensure the perpetuat traditional knowledge and to preserve

cultural diversity (www.unescobkk.org).

The programme aims to establish rigorous standafrdscellence for handicrafts. It encourages
innovativeness while seeking to promote continumatbtraditional skills. It offers training and

support services to craft producers in the improsmtnof their product design, production and
marketing, and protection of their intellectual peaty rights. Producers areprovided with market
opportunities to ensure sustainability of handicraflustries. In order to be qualified for the

award, handicraft products must satisfy all offtiewing criteria:

Excellent:The product must demonstrate standard-settingtgualcraftsmanship.
Authentic: The product expresses cultural identity and tradél aesthetic values.

Innovative: The product utilises creativity in design and prctcan.

A

Marketable: The product shows potential for the world market.

Below are some examples of handicrafts that have the award. The basket in figure 2.4 is
from India was awarded the Excellence award for2284 per this criteria. A unique adaptation
of the kottan into a contemporary double-layerest fbasket using two techniques of weaving;
one technique is callesohi, which is comparable to embroidery done with palavés. The
International 2012 Panel of Experts commended the é&xecution of the traditionadohi
technique, embroidery with palm leaves, and praidesl use of the double layer which
strengthens the basket (www.ahpada.com).
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Figure 2.4: Hand-woven Palmyrah leaf Chettinad 'Kotan' basket

Source:www.ahpada.com (February 2013)

Figure 2.5 shows aBridal Jewellery Box from Bangkid made of red sheep leather, with
nakshikantha,a traditional embroidery technique and decoratiothe top.The International
2012 Panel of Experts praised the veryfine exeoutaf the traditional nakshikanta
embroidery,enhanced by the bright red color, that Mfenish and the practical multiple

compartments.

Figure 2.5: Bridal Jewelry box from Bangladesh

Source:www.ahpada.com (February 2013)
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In addition to the criteria, the products have amply with two underlying conditions. First, the
product must beEco-friendly.That is hasrespect for the environment in materaid its
production techniques. The secondrarnessthat ensures no labor law was violated and no
individual or group exploited unfairly in the praztion of the handicraft. By participating in the
programme, craft producers benefit in various wa&gch product recognized with the UNESCO
award is given a certificate. The certificate canused as a promotional tool to attest the quality
and authenticity of a product. Producers benefimnffTraining and capacity-building. UNESCO
assists national and sub-regional partners in agenworkshops on product assessment, design
and promotion for the producers of awarded prodants programme applicants. At Trade fairs
and exhibitionsproducers have the opportunity tepldy the awarded product at annual
exhibitions and fairs and will receive guidance w@bparticipating in international trade fairs.
Producers benefit from communication and promotioordinated by UNESCO and its partners.
Promotional materials, such as brochures and catafy enhance the product visibility and
acknowledgment. All awarded products, together witbducers’ information data, are listed on
the UNESCO Bangkok website so that interested Isuyamn directly communicate with
producers. In regards to Intellectual property amgyrights, producers of the awarded
handicrafts are sensitized on the benefits of tegigy their products under intellectual property

rights regimes (www.ahpada.com).

By setting quality standards for handicrafts, ragsiinternational awareness and promoting
innovations to keep the products relevant and cdithge the Award aims to strengthen the
interest for these crafts. Capacity-building andnpotional activities also help artisans sustain a
more viable livelihood and long-term employmentieTsuccess of the programme in South East
Asiahas led to the expansion of the Award programimeot only Central, South and East
Asia(see figure 2.6), but also in countries acrbain America, the Caribbean and West
Africa.The AHPADA has been successful to identifyithe quality standards that have set
criteria and is mutually benefit to both the proelsc and consumers of Asian handicrafts.
Expectations are met, standards are maintained paroduction processes as well as the
environmental concerns are also adhered to. Tigsnia meet all of the set standards are also
offered with the aim of producers meeting the markguirements. The AWARD programme
ends up working successfully even in the sale afdl@afts to the international markets

(www.unescobkk.org).

33



West-Central . . EastAsia

Asia . Award Programme in Asia Chim

CACSA (2001-2008) i
Afghanisian - e R

i.7, of (tan s

¥azakhstan W i =
HyrgyeEsian ,__
Tajikisizn

Turkmenssian West-Central Asia

Uzbakisisn

South-East
Asia -
AHPADA

=gl

South Asia 5

B o | ) 1 S B
Bargladesh ity
Ean 9 ' i‘. = Ceouth-EastAsia o r
Infis o oo s OLIEN-E45 1L ASH s
S ‘ South Asia ~:% _ f 3
bieps g i ;-i%%]

Fzkisizn N 2

Sri Lanka e v ek

Figure 2.6: Countries n the AWARD programme in Asia.

Source: www.unescobkk.org@ctober 201z

India compares its domestic situation on qualigndards against the success of APHAI
Currently in India, there are no quality standaagplicable to handicraftThis poses a problem
for the buyersas it would necessitateersonal inspection of thguality of product. To counter
this producers suggest thagality standards nd to be imposed in certain areRaw material
usage should be monitorfed quality as well as quant in which they are used. This involvi
identifying and ominating authorized suppliers. There should tandardization of process,
for machinery and operatieas well a the skill level of the artisans. Productioiit is essential
to impose a certain degree of mechanization toegehtertain mirmum standardization level
It also ensures adequate supplies and helps kdgprgeschedulesindian handicraft produce
argue thatquality standardls the finish in handicrafts e one of he hardest things to impos
This isbecause the parameteor evaluating the finish of a product are highlypjsative. The
proposal of quality checks is suggeste be done only after a prototygfor each product
developed. Te finished product is weighed against this prgietgnd rated accordingly. It
esential to stipulate standard packaging matertaintike the products more presentable

hence, more competitive. In view of the variety lwdndicrafts available, development
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imposition of any kind of standards would be aidifft and lengthy exercise. However, if India
is to compete in the world market, quality standawill have to be set and maintained

(artncraft.indiabizclub.com).

Consumer markets have set certain standards fong@gan Europe where products have to pass
the CE marking showing the products complianceptxrdied requirements(Kwame, 2006). Fair
trade has also established standards to be mehddtets in America and Europe.A regional
policy such as West Africa Common Industrial Poliopder the ECOWAS (Economic
Community Of West African States) isin furtheranok activities in its plan for regional
integration. It is taking due account of the neadtb enhance the endogenous processing of its
commoditiesto enable the generation of goods amdices with added value. This is the
onlyway of creating more wealth and contributingngiicantly to sustainable growthcapable of
ensuring sustainable social and economic developaighe region. It also considers the context
of globalization, which requires the region’s inveinent in global tradeby supplying quality
services and manufactured products to the markaifficientquantities (www.ecowas.int).

2.6.1 Professional intervention for craft producers

Although modern society demands that people reddaaite, African culture continues to teach
through the creative mediums of Art and Song. Hudsacation must be looked at in depth to
establish how useful they can be in future. Acaogdb The South African Craft Industry report
(1998), many rural South Africans have a low leveeducation and poor literacy and numeric
skills. With poor education and only survivaligiehacy skills, there are very few entry points
into the economy for people to earn an income. draé industry is one of the few entry points
available to South Africans presently excluded fritw@ formal economy. Such opportunities are
both essential and limited for rural communiti@e craft groups are then able to develop their
skills through experience, apprenticeship, mengpand the like. In this sense craft activity acts
as a low cost training "school” for skills whichnche later utilised in the formal sector. The
system of apprenticeships is still very much in tegay. Young people who want to learnthe
trade in the craft sector, and often prefer thaidkearning a living for themselves while they

study their trade theory part time.During the"1&ntury, the growth of various crafts was
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assisted by the formation of Crafter's Guilds whatiempted to regulate certain standards within
the various craft sectors. This gave crafters actes/aluable skills resources through setting
training standards and organizing apprenticestognams which not only provided trainees with
the means to acquire the skills they needed, g ptovided the industry with a valuable
inexpensive labor pool that was eager to work &atn new skills. Crafting skills are learnt in
a number of different ways. These include formaleatucation; education in general such as
high school or primary school; inherited culturalfamilial traditions; apprenticeship; informal
courses and training programs, as well as througbemwation. There are few institutions

dedicated to training people in crafting technigaed skills.

According to Julia Kukard an Export Consultant lre tWestern Cape South Africa,most skills
training occurs either informally or through shodurses/workshops. This are run by various
organisations or individuals. In addition there ather Non-Governmental Organisations and
Community Based Organisations service providers whay provide craft training in
combination with their core service in responsep#oceived community needs. The Human
Sciences Research Council’'s (HSRC) online directdryraining bodies around South Africa
lists another twenty-eight different organizatiangolved in the training of garment making
skills and sewing alone. It is, notable that mo$i-¢greation type craft training is provided at a
very low level and in many cases in an ad hoc wagining is most often conducted by small
micro medium enterprises service providers, wherofail to acknowledge the importance of
design in the training, and who measure the suazietigeir projects quantitatively in terms of
numbers passing through courses. This means thag treining projects produce trainees who

are good copyists who produce products with a ghoyt life cycle.

Reviews from the Fair Trade organisation in Afrmoantion that the Craft sectors in developing
countries tend to have poor resource bases. Therdarated institutional support structures and
are often dependent on international aid to bun&ldraft sector in the first place. When it comes
to retailing goods, countries are again dependerthe markets in the US, EU and, to a lesser
degree, the East to sell their products. This glgreducers of craft in developing countries at a
distinct disadvantage when it comes to particigaim the international arena. The barriers to

growing the craft sector in developing countries Anked to access to raw materials, skills
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development, information, finance and support sesi In addition, problems related to
marketing, infrastructure and production also exise issues that are significantly impacting on
the ability of the craft sector to expand includ®duction capacity. There is inconsistence
product quality, poor production and product depeient to meet the market desires and
production volumes. Producers have challenges maithmaterials, tools and equipmentthere is
need formeans of accessing and sharing suitablpragat and materials in order to make the
production process as efficient as possible. Praducould also take to buying their materials
collectively, as a unit they will have strong bargag power, whereas individually they are at

the mercy of their suppliers.

Skills’ training is required in many areas e.g. iBabusiness skills, Product development,
Production techniques in finishing of goods, qyalgtandards sourcing of materials and
information and Collective Bargaining that requil@ganizing among producers.In the craft
sector there is absolute consensus regarding the wkich crafters lack but the views on how
those skills should be acquired differ. Trainingggmams must include; Business skills, Craft
marketing, Crafting skills and techniques includipgoduct development skills.Professional
organizations both local and internationally basaé involved in interventions for craft

producers. Trainings for product development, cépdmuilding, skills training and business

development are offered. An organisation like CORI®operation for Fair Trade in Africa)

has developed a Capacity Building program that iges/Business Skills Training and Product
Development workshops to members to assist themmpoove their business. Africa has great
potential and resources for craft and food prodpetgluction. However, many producers lack
capacity to produce quality products and profesdlgrengage in competitive global markets.
COFTA is working to develop a stronger program twdt provide more specialised training

based on assessed needs (www.cofta.org).

Center for the promotion of Imports, CBI which islatherlands Based organization offers trains
at different levels of needs to producers in vai@ountries all over the world. For product

development, a three-day CBI exporter training seus done. This course is especially suited
for producers that are involved in the manufactyand marketing of consumer products such as

home decorations, accessories, gifts and homdeextiThe training includes theoretical and
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visual presentations, practical group exercisesfaadback sessions. There is encouraged use
guided research and brainstorming in these higftigractive gatherings. After completing this
training, participants have practical skills togh@lan future ranges. They are able to develop
products and new ranges using a step-by-step @o€hs training ensures that it is understood
how design and product development fit into the ralWebusiness management process.
Producers can plan and implement strategic progludtrange development to fit their business

marketing strategy (www.chbi.eu).

Professional intervention by an organisation such “Aid To Artisans” has the most
comprehensive and relevant training programs inctlaét sector. These programs address the
needs of artisans, exporters, designers, orgamisdtieaders, government officials and cultural
preservationists.“Aid to Artisan”has craft sect@ining utilising industry experts in the fields of
design, product development,marketing, environnam business management. The training
provides firsthand experience and uses real fiedoharios.“Aid to Artisan”(ATA) University is
the first and only online training in the craft g@c This comprehensive online university
includes modules on all aspects of developing &tplde craft business.The training in Product
development encompasses all aspects of a markit-pgaduct: design, technical production
issues, costing and pricing, merchandising, packpgand presentation. Product development
aims to blend global market needs with traditiotedhniques and indigenous motifs. Their
approach is that Product design and developmentlghospire new possibilities for creative
artisan exploration that adds value to their hardbnaaditions. Through innovation, craft can
rise above subsistence into a satisfying and jdal&étbusiness. The organisation goes further and
trains on technical production. Design consultatselop creative solutions to streamline
challenges such as raw material preparation, appteptechnology, environmentally sound
production methods, and quality control. Producngellable product is simply the first step.
Producing a product that can be produced againagiath with consistent quality, affordable
costs, care to the planet, and to the health afllebeimg of artisans is the full recipe for lasting
success. They involve environmental experts to Wb specific issues such as natural dyes,

lead-free glazes, and eco-effective processes.
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Aid To Artisan has a different approach to thentirags they offer to craft producers. Design
Mentoring is also part of the training offered tmgucers. Design consultants mentor local
designers in-person and long-distance to providekebtaperspective to in-country creative
visionaries. When design consultants work sideidg-g1 an artisan's workshop accompanied by
a local designer, their exchange of ideas is iraldki The exposure of local designers to
international market trends is critical to localsmesssustainability. It allows artisans to be
inspired to innovate, design, and produce new prizdthat keep their businesses viable

(www.aidtoartisans.org).

The Product Development and Design Center of thigpPimes (PDDCP) a technical agency of
the Department of Trade and Industry, was organtsellelp companies come up with new
designs. It provides invaluable assistance in prboesearch and development, design education,
design promotion, package design and design resoara technical formation. Other
professional intervention is when PDDCP is assidigdoreign consultants, including those
provided by the GTZ as part of the Philippine-Gemmaxport Development Programme
(PhilGED). These consultants regularly visit théippines to educate local manufacturers about
the designs, colors, and finishing currently dekine the foreign markets. The Philippine
privateindustry sub-sector and regional organizaticeek to help the handicraft industry
members by providing technical and technologicalstgnce, by organising inter-industry fairs
and seminars and by providing financialassistaibey are also involved in lobbying for their
sector to Center for International TradeExpositioasd Missions (CITEM) and other
government agencies.The Philippines handicraftse Hagen quite successful at penetrating
foreign markets. Credit for the success of expgdss to the Center for International Trade
Expositions and Missions (CITEM), the main governmmarketing arm for these products.
CITEM has not only exposed Philippine handicraftghe global market through locally held
fairs and permanent showrooms, it has also asssseedral exporters in joining international
fairs and exhibitions, the most prominent of whishthe Ambiente in Frankfurt, Germany
Joining international trade fairs has been ackndgge as a good vehicle not only to promote or
showcase one's products, but also to test the mankkto learn about the market. CITEM also

tries to subsidize localhandicraft firms' partidipa in international fairs (Rodolfo &Teo, 1995).
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2.6.2 Education and training

There are different types of education and trainméenya; the formaland informal education
and training systems. The current system of foradaication is generally referred to as the 8-4-
4: eight years of primaryschool, four years of selay andat least four years of
tertiaryeducation. Formal training includes thentacal and vocational training that is offered by
institutions. These institutions such as the ygublytechnics and technical training institutes
have a structured curriculum and fixed-period paogmes leading to certification. Informal
sector training involves skills acquisition and epyiceship that blends imperceptibly into on-
the-job training of unpaid or low-paid workers (Wal1991).In Kenya there are thousands of
secondary school leavers who pass their ordinal leertificate examinations but cannot find
employment. Some of the school-leavers joined tfiermal sector in view of the prevailing
unemployment crisis. Because the great majoritthose completing secondary school-leavers
cannot find employment or enroll for higher edusatithe informal sector has turned out to be
one alternative. The activities carried out in thenya informal sector are diverse; furniture
making, automotive repairs and handicraft produnctithe informal sector in Kenya, also known
as Jua kali (“hot sun” in Kiswahili — since most of them are time open) is not only a great
employer but is playing a big role in wealth creatiTechnical and Vocational Education and
Training (TVET) is regarded vital in the developrmer informal sector industries (Mwangi,
2011).

TIVET (Technical, Industrial, Vocational and Entrepeurship Training) is the Kenyan version
of the internationally known TVET (Technical and éational Education and Training). It is a
comprehensive term referring to pragmatically int@or components of a national training
system. It entails the study of technologies andted sciences, the acquisition of knowledge,
practical skills, and attitudes relating to occumat in various sectors of economic and social
life. TIVET provides and promotes lifelong educatiamd training for self-reliance. The training
programs are expected to provide opportunitiesrdividuals to learn the practical, social and
personal skills that will enable them to functiamwaorkplaces and as members of society. The
programs are also to provide for progress with@irtbccupational area and serve as avenues to
further education and training (MoE, Kenya,2012@h TVET’s objectives is to develop skills

which will be responsive and relevant to the cogisthuman resources required in production.
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Another of its goal is to eradicate poverty. Techhiand Vocational education and training
(TVET) has always been an important catalyst inltheaeation in all countries. At senior high
school and polytechnics, it prepares middle-lexaespnnel and at the university level, engineers
and technologists for higher management positiBdlic secondary and tertiary schools with
technical and vocational education programmes p&xged major role in preparing workers for
informal sector employment (Atchoarena & DellucQ2))

Trainees of vocational and technical education eqqaipped with competencies for specific
occupations or productive activities in the vari@@stors of social and economic life, notably
agriculture, industry and commerce. These sectaryery important pillars of wealth creation.
Countries that have achieved middle-income statw® lyiven special attention to education in
general and in particular, vocational and technedilication. However, the informal sector
operators face a number of problems. These indacle of knowledge of usable technologies,
material, design, manufacture, business accoumtimadministration. Lack of relevant TVET
and professional skills are the most critical peoi informal sector enterprises operating in
Kenya face.TIVET isaimed atenhancing competendesajtsmen such as handicraft producers
in the informal Sector in Kenya. According to aea<h in the jua kali sector by Mwangi
(2011), identifies and confirmed the idea that tecél and vocational education and training
(TVET) has a lot of potential in the developmenttloé informal sector. Graduates who had
undergone TVET acknowledge that it enhances theiativity both in technical and generic
skills. The output and quality of goods and servitended to improve with technical and
vocational education and training. It recommends dtrengthening of technical and vocational
education in schools, mostly at secondary leveé Chrriculum design developer should involve
all relevant stakeholders in the development adramrehensive national skills training strategy.
TIVET urgentlyrequires improvement to make themdyates compliant to industries skill needs
that is of particular significance in today’s ecano Traditional skills and knowledge could be

incorporated into the curriculum and taught as #eyan integral part of the handicraft sector.

In comparison, the education and training systerthe Philippines embraces formaland non-
formal education. Formal education is a sequenbglgssion of academic schooling at three
levels namely, elementary,secondary and tertiaryca&iibn.Non-formal education, which

includes the acquisition of knowledge even outssgbool premises, is aimed at attaining
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specific learning objectives for particular clidetavho cannot avail of formal education. An
example is the functional literacy program for Hiberate and semiliterate adults which integrate
basic literacy with livelihood skills training. Cgressional Commission on Education, known as
the EDCOM, believes that the technical vocatiorglcation and training (TVET) sub-sector
should be made more responsive to the dynamic esaimgthe local labor market particularly
with the ongoing structural adjustments and thenghmy patterns of trade and competition in the
world economy. TVET provides education and trainogportunities to prepare students and
other clients for employment. It also addressessiikés training requirements of those who are
already in the labor market and would need to upgyi@ acquire new competencies to enhance
employability, improve productivity, or facilitateareer shift. TVET in the Philippines is
competency-basedadherent to certainprinciplesnifgiis based on curriculum developed from
the competency standards.Learning is modular utttre and training delivery is individualized
and self-paced.Training is based on work that nimesiperformed and materials are directly
related to the competency standardsand the cwntuhodules.Assessment is based on the
collection of evidence of the performanceof worknsistent to the industry-required
standards.Training is based on both on- and oHfgheomponents and allows for recognition of
prior learning (RPL) or current competencies.Tlaning allows for multiple entry and exit into
the job markets and the approved training programsationally-accredited. There is continuous
development of quality assurance systems and puoesdThe supportive of such principles
ensures that TVET producesjob-ready Filipino woskaeeting the requirements of the localand
international labor markets (TESDA, 2006).

2.7 Summary

From the information in the literature review theaee several macro and microfactors that
contribute in the production of quality handicraiftsthe Philippines. Aspects such as design
knowledge and research, raw materials, artisarisskalpprenticeship and set standards are
essential in the production processes. Design Reés@ahandicrafts is overseen by a technical
agency, the Product Development and Design Centeth® Philippines (PDDCP). The

handicraft producers get technical, technologicadl dinancial assistance from the private

industry sub-sector and regional organisations.séharganisations further lobby for them to
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government agencies for assistance in attendingdetrafairs to market their
products.Artisanskillstrainingareboth formal andnfiormal where both systems are certified.
The non-formal training integrates basic literacy divelihood skills.Formal training involves
skills transfer and apprenticeshipthatareattairedugh TVET.The raw materialsused in the
production processes are mostly indigenous andeittenology is specific to the products.The
existing policies and benchmarks for quality oflippine handicraft productsare recognized and
accepted nationally and internationally under athanity guided by specific criteria.Handicraft
products that meet the required criteria are gawstamp of approval when accorded The Award
of Excellence for handicrafts. This guarantees thatproduct has met the highest standards of
quality.The conceptual framework as seen in fidluiis based on seeking to identify criteria to

be wused in the production process for quality hemadti production in Kenya.
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CHAPTER 3: RESEARCHMETHODOLOGY

3.1 Overview

The researcher used a population of 185 handiarafians who are involved in the handicraft
production of leather and sisal bags. The artisegr® selected from clusters in the major cities
of Nairobi and Mombasa. The handicraft producersel@mmon observable characteristics; the
products that they make and the markets for thesdupts. This research involved observations
of bag production and its processes in their naggtings. The information was collected in
form of detailed field notes, photographs, sketcies producer records. A total of 46 people
who include producers/artisans, consumers and gsioieals in the handicraft industry were
interviewed. The information was recorded in diggise form. The information was presented
in tables and descriptive forms.The researcher rexpeed various challenges while collecting
data in the various site of the case studies. &miswere cautious on reveling information on
skills development, period of training and leveleofucation. They also show a bit of restraint
and are hesitant in participation the moment tlseaecher appears with a questioner and is
writing down their answers. A solution to this wi@s explain in detail the objectives of the
research in relevance to the production of bagiseatvorkshop. Information on the finances such
as sales reports and analysis was considered igeraitd could not be fully disclosed to the

researcher.

3.2Research Design

This was a social research employing normative outhinformation was presented as
descriptive rather than numerical thus the resedrath a qualitative approach. Qualitative
research is a generic term for investigative methmyies described as ethnographic, naturalistic,
anthropological, field, or participant observeraaxh. It emphasizes the importance of looking
at variables in the natural setting in which theg &und. Interaction between variables is
important. Detailed data is gathered through opeteed questions that provide direct quotations.
The interviewer is an integral part of the invesatign (Jacob, 1988).The data collected is
recorded as detailed field notes and is presentedrrative form.
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Colloquially a research designadogical plan for getting fromhert there where here” may

be defined as the initial set of questions to bewaned and there” is some set of
conclusions(Yin, 2002). Another way of thinking abof a research design is as a blue print of
research, dealing with at least four problems: wjusstions to study, what data is relevant, what
data to collect and how to analyse the resultdl{Pdr, Schwab & Samsloss, 1980).The research
narrowed down specific handicraft products for stiedy. The researcher was concerned with

exploring the quality of specific handicraft protkideather and sisal bags.

3.3 Population

The researcher considered a population of 185 beaftliproducers from workshops in
Mombasa and Nairobi,who are involved in makingHeatand sisal bags. Maina (2012) defines a
population as a complete set of individuals’ casesobject with common observable
characteristics.The producers were consideredestthve common observable characteristics
that are informative to the research objectives ptoduction is mainly skillfully done by hand
with the aid of machinery and other handheld todlse producers have common markets and
consumers for their products in the local, regicaad international. These bags use leather and
sisal, materials that are locally sourced.BombolMarkshops and Cultural Center is located in
Mombasa and employs 150 artisans in handicraftymtoeh. In Nairobi, Sanabora design house,
located at Ngara employs 15 fulltime workers whdena variety of Leather products for local
and export markets. Bahati Co-operative weavers sétlotheir baskets at Kariokor in Nairobi

have 20 individuals who are directly dealing witle sisal products.

Handicraft producers Location No. of producers
(POPULATION)
Bombolulu Workshops and Cultural Centre Mombasa 150
Sanabora Design House Nairobi 15
Bahati Co-operative weavers Nairobi 20
Total=185

Table 3.1: A summary of Population Distribution

Source: Kamuiru, 2012.
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3.4Sampling

Cluster and purposive sampling techniques wereuseddentify the respondents. When
conducting research, quality sampling may be chearaed by the number and selection of
subjects or observations. Obtaining a sample biakei$ appropriate in both regards is critical for
many reasons. Most importantly, a large sample isizaore representative of the population,
limiting the influence of outliers or extreme obsaions. A sufficiently large sample size is also
necessary to produce results among variables thaignificantly different (Patel, 2011). For
gualitative studies, where the goal is to “reduw ¢hances of discovery failure,” a large sample
size broadens the range of possible data and farrbetter picture for analysis (DePaulo,
2011).There are many different ways to determineappropriate sample size. For in-depth
gualitative studies, Abbie Griffin and John Hausaund that “20-30 in-depth interviews are
necessary to uncover 90-95% of all customer neadhé product categories studied. Thus, the
authors determined that a sample size of 30 regmsadvould provide a reasonable starting
point. This number is corroborated by Dr. Saifutliaical researcher, who states that a “sample
size larger than 30 and less than 500 are apptegaamost research,” adding that sub-samples

also require at least 30 observations when appédahifulbahri.com)

First, selective cluster sampling was done to $dlex three handicraft producing groups. This
was because it was not possible to obtain a sagptame because the Kenyan handicraft
population was either very large or scattered @végirge geographical area. Selective cluster
sampling involves selection of an intact group (doda & Mugenda, page 49 2003). Three

handicraft producers that were in an intact groepevselected from Nairobi and Mombasa.

Purposive sampling technique was used to selectasgondents that are informative to the
research objectives. Artisans were selected aprih@ary source of information as they are the
involved in the production of the leather and slsads. 2 artisans from Bombolulu workshops,
2 artisans from Sanabora design house and 2 welweensBahati Weavers Cooperative were
interviewed.The designers from each case study alemeselected as they are directly involved
in the product conceptualisation and actualisatibthe products thusinforming the researches

objectives.
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3.4.1 The sample

The sample selected for the research were thecplanrtiindividuals making leather and sisal
bags. Table 2 below shows a summary of the sanghdeted for interviews for this research.
Out of the 150 artisans, Bombolulu Workshops enmpRf artisans in the leather workshop, four
artisans were interviewed and these include thel ldesigner, production supervisor and two
craftsmen. Sanabora design house that employs Wffim& workers, three personnel; the
designer, production manager and an artisan wegeviawed. The researcher was also involved
in observing Bahati Weavers Cooperative group winalygce and supply the Kariokor market
with sisal Kiondos on wholesale basis. At Kariokmarket in Nairobi there are20 artisansdealing
with the sales of sisal bags. 4 of their memberseingerviewed for this research. In their
workstation at Katangi in Machakos, the women walyserved weaving baskets and 2 weavers
were interviewed. Two other members who were statioat Kariokor market an artisan and a

marketer for the kiondos were also interviewed.

Beyond the sample groups, more information and daka collected from key informants from
institutions such as Export Promotion Council, Bssfonals such as expert designers, marketers,
trainers, exporters and consumers who are key mdaye the handicrafts industry. The
information given by the above professionals comdirthe primary information collected from

the case studies.

No. Description Persons to interview Population  Saple

1 Bombolulu Leather workshop,designer, production/procurement 150 4
BWCC, Mombasa, Kenya manager, 2 artisans

2 Sanabora Design House, Nairgbgesigner, production/procurement 15 3
Kenya manager, artisans

3 Bahati Co-operative Weavers2weavers, 1 artisan, 1 wholesaler 20 4

Kariokor, Kenya

4 Designers in Handicraft industry product designe 15
5 Marketers- involved the local, - Marketing personnel from the 3
regional and international three case studies

handicraft sector
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6 Customers/ consumers- of locally - customers of each producer 12
produced handicraft products group/ case study
7 Institutional people- Export - 2EPC officials, Exports Trainer, 5
Promotion Council, Government 2 Government officials
institutions,  Export  coaching
trainer
Total 46

Table 3.2: A summary of Sample Distribution.

Source: Kamuiru,2012

3.5Research Tools and Instruments

Probable causes that affect and contribute to tladity of the specific handicraft products were
investigated. People’s opinions, experiences aetinfgs were sought through the interaction
with individuals and producer groups. Data colleetimethods included, naturalistic and
participant observation; semi structured and stnect interviews, focus group discussions,
andthe researcher’s impressions. Secondary datagathsred from the perusal of producers’
records in reference to production and sales o$.bAdditional information was also gathered
from the library where it was retrieved from bookiecuments, journals and the internet. The
data collection tools included photographs andciest of the products relevant to the research.
Visual record of production processes was also dbrfermation gathered from observation,
interviews and focus groups was recorded as ddthéél notes.Photographs and sketches were
sorted into categories. The data from the fieldeaatere presented in descriptive narrative form.

The following tools were used to collect data fuststudy.

3.5.1 Records and reports from the producers

Secondary sources of data were also be used irrdbearch to gather information. Product
development request forms, product information &hetesign briefs and Market records from
the producers were referred to for the purposeabiiaring information. The researcher used
market sales reports from Bombolulu Workshops ttheyainformation on the quantitiesof

leather bags sold both locally and internationdlesign and Trend information was retrieved
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from the records such assketches, product infoomasheets, and design briefs that were
specific to consumer demands. Different clients tdigrent ways of sketching and presenting
their requests for the bag samples. The Bombolatiléx workshopalso had various catalogues
on their range of leather bags that the reseanvhsrable to refer to for additional information

(see Appendix F).

At Bahati Weavers Co-operative, the researcherrebdehe records kept by producers for their
Kiondos'. At the points of sale in Kariokor markéere was a member in-charge of noting
down how many baskets are in stock for sale angtives for each. The records are informal
and used for personal reference of product stonkiscanfirmation of sales or a client orders.
The sisal basket producers have no evident reammddesign and current trends. In terms of
finances, any records available could not be shasatiese were viewed as business secrets. The
client orders are also based on verbal agreemadtsederences to available sisal materials and

colours.

Records observed at Sanabora design house inciuaris sketches that document the process
of product development. The researcher also obdeheeprint and electronic catalogues for the

leather bags that documented various designs aige k& leather bags (see Appendix F).

3.5.2 Participant Observation

This observation involved intense data collectibime researcher used continuous observation to
record everything that occurredin the productiontld bags in their natural setting. The
researcher used this method with one of the casly sfroups Bombolulu Workshop where she
is involved as an employee. The observation wasechout for duration of two months during
an order production for leather bags. The obsemmdtr product development was done in the
morning hours for two weeks in the first month wililea leather designer was working towards a
new bag collection. During this period the researchias able to move around comfortably as
being part of the product development team. Thermétion gathered was recorded in form of
detailed field notes, sketches and photographs.eMdg and Mugenda (2003page 167), state

that this method ensures that valid results arerg@as it is firsthand information. The role is
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appropriate when the researcher needs to becomléy tohmersed and experience the work or
situation at first hand (Maina, 2012).

A number of 6 artisans were observed during this tmonth period. Participatory observation
was best done when the artisans are not awarehiiatactions were being recorded and when
production was at the peak most periods.There veemestant interruptions between the
observation periods as the artisans have to sa béise with the production supervisor on the
ongoing work. There were frequent consultationshenartisans’ progress though this was never
viewed as interference by the researcher. It i$ phthe process of quality checking of the
product so as mistakes are rectified on time rathan later. Other interruptions included the
frequent flow of visitors to the workshop on sodialirs. Bombolulu workshops and Cultural
Centre have an open door policy that encouraget®rago see the work as it is in progress.
Briefly an artisan will stop his work to explain ethcurrent production process they are

undertaking.

3.5.3 Naturalistic Observation

The production of bags in their natural settingss wlane to record and study behavior as it
normally occurred. The researcher does not controlmanipulate the subjects or the
environment in any way, (Mugenda and Mugenda, 2p88e 171). This method of data
collection was used mainly in the two cluster pragtugroups, Sanabora design house and at
Bahati Co-operative weavers. In these two casedtuhe researcher was not be involved in the
production process of the handicrafts. Detailedlystof the processes was carefully observed.
Detailed field notes and photographs were takenoBABervation guide was used to aid in

gathering of information (see Appendix C).

At Bombolulu workshops naturalistic observatiorpodduction of the bags was done in the mid
mornings into the afternoon when production wasoomg This was done over a period of two
weeks to gather information that was used to camgit the findings from participant

observation.
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At Kariokor market in Nairobi, the researcher olserthe weavers who have points of sale for
their sisal kiondos. The researcher noted thab#séc process of weaving of the sisal basketswas
not done on site at the Kariokor market. The sglleterviewed explained that the market gets an
assortment of sisal kiondos from Machakos, Makukiyi and a few from the central regions
in Kenya. The Bahati Weavers Co-operative from Méds supplies the market with Kiondos.
It was also observed at the market that almoghalkiondos that were brought into the market
did not have handles. The various ways of finishafighe kiondos’'was done by artisans at
Kariokor. The finishing includes stitching leathstraps, stitching of lining and zippers and
beading of the kiondos’ brim with glass beads. Tdsearcher was thus involved as an observer
over a period of one month at Bahati Weavers Catiprerin Machakos and at Kariokor market.
Their production processes were observed at theikspace and was recorded in detailed field
notes and photographs.

At Sanabora Design House, the researcher was iedolw naturalistic observation of the
production processes. For a period of one mon#hattisans were observed at their workshop as
the production processes were ongoing. The vaiaotisities were recorded in notes form and
photographs were also taken. The researcher alsenadd the Sanabora sales activities at
various points of sale as consumers interacted thithsales team as they bought the leather

bags.

3.5.4 Interviews

Respondents who were interviewed include produamiaketers, purchasing personnel and
consumers of handicraft products. In the first cetsey at Bombolulu workshops, the following
respondents were interviewed; 2 artisans, the deatlesigner, the production manager, the
purchasing manager, the marketing manager, andstbroers. At Sanabora, 2 artisans, the
production manager, Head designer/Director and tmstomers were interviewed. At Bahati
Weavers Co-operative and Kariokor market, 2 wea&mholesalers and four customers were
interviewed (see table 3.2 for summary). An intewwiguide for producers was used to interview
the leather designer and artisans and a speciferview guide used for consumers (see

Appendixes’ A and B).
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There was hesitation to answer some questionsgarde to designs, pricing and sourcing of
materials was also experienced. This is mainly bseaf the Design exclusivity agreements that
the producers have with their clients. For two It tase studies, Bombolulu Workshops and
Sanabora Design House, certain aspects of thematton were withheld by the interviewees.

Example in reference to material sourcing, there @etails that the purchasing department
considered as trade secrets. Detailed informatiotabulated sales could not be availed by the
weavers at Kariokor market. Some challenges werercome at Bombolulu where the

researcher is a member of staff and the informatsmuired was given at discretion. The data

gathered was recorded in detailed field notes.

3.5.4.1 Unstructured interviews

In the in depth interviewgeneral questions were asked and the responderdseweouraged to
talk freely. The interviewer uses an unstructuredmit, the subsequent direction of the
interview being determined by the respondent’sighiteply (Maina, 2012). The researcher
selected this method of data collection so as todagiving leading questions that would have
restricted the respondents’ answers. Respondehts were interviewed using this method
include the handicraft producers/artisans.

In the case study of Bombolulu, the researcher tissdmethod and an interview guide (see
Appendix A) was used to interview the artisans. Tavtisans involved in production spoke at
length with the researcher on their day to day pctidn processes, their skills and training. The

information gathered was recorded in detailed fredtes.

At Sanabora Design house interviews were held thiéghproduction manager who explained at
length on the process of production followed. Infation on the skills and training acquired
were explained in detail by the artisansinvolveg@roduction.

At Bahati Weavers Co-operative, 2 people were viggred using this method and the interview
guide in Appendix A. Individuals interviewed weteetartisan involved in finishing kiondos and
a wholesaler based at Kariokor Market. They atealade marketers of the kiondos sourced from

Bahati Co-operativeweavers. During the intervi¢inesy are able to answer the question as they
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are producers themselves and are familiar with gheduction processes of weaving and
finishing. The wholesaler was reluctant in givimgesific details that relate to finances as these

were viewed as business secrets.

3.5.4.2 Semi-structuredinterviews

Interviews are focused by asking certain questlmrtswith scope for the respondent to express
themselves at length (Maina, 2012).The researcéen an interview guide to ask the questions
relevant to the researches objectives. The datagathered through face to face encounters with
the various respondents. Respondents who wereviemexd using this method included
professionals such as designers and marketersthrerthree case studies, exporters working at
the Export Promotion Council and designers involnedHandicrafts.Interview guides with
guiding questions (see appendix B) were used acmprdo each designation of the

interviewee.This method was appropriate as the ddlacted was mainly descriptive.

3.5.5 Focus group discussions

Discussions were done in a natural manner whicblvad a small group of respondents were
conducted. They were held among a group of prajeats such as product designers and
marketers in the handicraft sector. In BombolulunMb@asa, a focus group of 6 designers met
four timesand a question guide (see Appendix B) uwsed to lead the discussions. The group
comprised of productdesigners and marketersin #ralibraft sector that are conversant with
both the local and international markets that bbg Kenyan handicrafts. For the list of
participants see Appendix B.Afocus group involvangales team was held once and it involved8
members from Bombolulu workshops involved in sellithe leather bags. A focus group of
designers was held in Nairobi in August and discusswere based on the findings of this
research.Using the researcher as a moderator, Hwsdions focused on the research
objectivesand guiding questions (see Appendix Bewsed to guide the discussions. Data was
recorded as detailed field notes.A summary of issamsing from each topic discussed were
presented in table form. The issues were companmaoh@ the three case studies in the data

analysis.
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Objectives

Data needs

Data sources

Method of coltem

Method of analysis

Identify characteristics
of leather and sisal bags

Profile of leather and
5 sisal bags

* Craftsmen
* Artisans
e Consumers

Ethnography

Naturalistic and participant
observation

Unstructured Interviews
Sketches

Photographs

Field notes

Literature review from
books, journal and seminat
articles

» Descriptive
analysis

* Data
organization intg
categories.

Determine product
realization processes

Product realization
processes

* Artisans
e Designers
/production

Naturalistic and participant
observation
Unstructured /semi

» Descriptive
analysis

personnel structured Interviews
Field notes
Profile the leather and | Level of education, * Artisans Unstructured Interviews « Transcribe field

sisal bags producers

skills training and
experience

* Craftsmen
e Designers
+ Marketers

Focus group discussions
Field notes

notes
» Descriptive
analysis

Proposition of a quality
guideline model

Quality check list for

handicrafts

* People:-
professionals,
consumers,
artisans

e Product analysis

data
* Journals ang
seminar

presentations

Interviews

Field notes

Literature  review  from
books, journal and semin
articles

» Descriptive
analysis

218

Table 3.3: Summary of Data Collection

Source: Kamuiru, 2012
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CHAPTER 4 FINDINGS AND ANALYSIS

4.10verview

The design and production processes of each aadg \were carefully observed and recorded in
detailed field notes. The characteristic features @esigns of the leather and sisal bags from the
producers of each case study were sketched. ThHeusaproduction processes, tools and
machinery in use were recorded in form of photolysadpetailed sketches of the bags were also
drawn by the researcher.The information gatheredhbyresearcher was presented in detailed
narrative form. From the field notes taken durirgytigipant and naturalistic observation, a
descriptive analysis of all data gathered was ddhe. photographs and sketches were sorted
according to different themes. Data collected frorofiling of the bags was analysed through
product anthropometry. Standardisation of bag swas analyzed with the aid of a template.
Information and datawas cross tabulated accordinghé patterns, trends and relationships

established from the findings of each case study.

4.2 Product attributes of leather and sisal bags
4.2.1 Bag shapes

Bombolulu Leather workshop

The researcher considered the safari collectioreliiag bags that are made by the Bombolulu
leather workshop for this study. The bags are desigirom basic geometric shapes. The
selected travelling bag has a base shape thataagarectangle. The bag’'s main body form
resembles an uprighttrapezoid shape (see Figural Figure 4.15). The shape is achievedfrom
the fact thatit is made from a single material cut andjoined by stitchingat the sides.The bag
design has two leather loops on each of its sid&shjelow the zipper that aid the bag in folding
downward and looping to a bone bead at the lowdrgfdhe bag. The loop and bead are used to
change the shape of the bag. The bags ends tleatdeatit to for the trapezoid shape are folded
down by pulling the loops down. The loops are theohored into the bone beads and the bag is
reshaped into a rectangular shape. This givesagewWwner two shape options while using it (see
Figure 4.16).
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Front view

Handles length0.54 m

0.4m Side view
v /
> »~ Width 0.25m
Length 0.54 m Length 0.54 m Base of bag

\ /

Figure 4.1: Simple sketches showing shapes of Bonhblo's travelling bags.

Source: Kamuiru 2014.

The ladies leather handbag of this range isalsmgé@. It has the rectangular shape for both its
base and that of the main body. It is a singlecttine bag made from a single piece of leather
and it is stitched together at the sides. The @mnalze bag has a long triangular shape making it
appear longer in length. The larger size of thag s a square shape that is stitched onto a

rectangular base.
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Total length of
Total length of handles0.54 m

Handles 0.54 m

o I \| o036
\ / 0.25m
> v > v
0.30 m 0.36 m
Small size ladies bag large size ladimg
0.12
0.36 m
Base of bag

Figure 4.2: Simplified sketches showing shapes @dies bags from Bombolulu.

Source: Kamuiru 2014

Sanabora Design House

The researcher observed the ladies handbag raages ttated by the marketing team as one the
best sellers. The observed bags range was dedigmadjeometric shapes that are various sizes
of the rectangle. A rectangle shape was used ®ibtse and the main body structure of the
bag.The upper and lower parts of the bag had a whaped pattern.The bags have rounded
corners and one of the small size bags incorpomteemicircular shape in its design. The large
size handbag known as tlfgamosabag had 2 shape options. The bag design incogmiat

removable inner pocket that is attached to thessafethe bag. When the pocket was tightly
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attached, it pulls the upper sides of the bag tdeaach other. This forms a triangular shape
from the tip of the handles to the base. The batystructure resembles a trapezoid shape as

illustrated by the arrows (see Figures 4.4).

Bag handle86 m

Height
0.30m
/ \ v
Side view
A AN J _—
> Width10 m
Length 0.40 m
0.10 m Base of bag
0.40 m i

Figure 4.3: Simplified sketches of large handbag ém Sanabora.

Source: Kamuiru, 2014
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Figure 4.4: Large handbag from Sanabora showing shmng options.

Source: Kamuiru, 2014.

The medium, small and extra small bags in the hagdiange have the similar rectangular
shapes. The design of themedium and small size imagfsis range includes a flap and an
adjustable single strap. The two bag sizes wersneaf to adMakenabags. The extra small size
bag is designed from three rectangles that areqgoio form a larger rectangle (see Figure 4.6).

Total length of

Strafl.5 m
Front view Back view Side view
./‘/
4 4
| 0.02m | 0.12
Height
0.16 m d N

Length.20 m ~ |
WidthD.05 m
Figure 4.5: Simple sketch of Makena medium size ba&gom Sanabora

Source: Kamuiru, 2014
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Front view

Total length of
Strad.39 m

Height

0.12m

Back view

=
Length16 m

Sidew

0.02m v 0.10

0.11m

Width0.05'm

Extra small bag
Height0.08 m

|

Lengthn.12 m

Figure 4.6: Simple sketches of Makena small and et small bags from Sanabora.

Source: Kamuiru, 2014.

Bahati Weavers Co-operative

The Kiondo has a basic cylindrical shape. The lmdsthe sisal baskets is circular and as the

weaving continued, the same circular shape wasneelain height. This formed the shape of

the kiondos body that followed an even cylindrislahpe from the base.

0.30m

0.25
Height 0.20
O.T
—  —
v 0.15 0.20m 0.25m

»
»

Diameter

A

0.30m

Figure 4.7: Simplified sketches of kiondo shapes drsizes from Bahati weavers

Source: Kamuiru, 2014.
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The kiondo observed had its shape that was slighitBred when its finishing was done. A
leather binding that included a lining and zippleattrun across the kiondos diameter were
stitched onto the kiondo. This gives the kiondo @ans of closure that is similar to a ladies
handbag.The cylindrical shape was thus altered ribsvéhe top when the zipper is closed
forming a trapezoid-like shape (see Figures 4.84810One of the customers Teresia, who was
buying a kiondo for a wedding gift, expressed tti shapes and colors had hardly changed

over the years.

Handlesd#én0.76m
0.20m
N
—_
0.20m

Figure 4.8: Simplified sketches of medium size kialo altered shape from Bahati weavers.

<«

Source: Kamuiru, 2014.

4.2.2 Bag sizes

Bombolulu Leather workshop

The large travelling bag dimensions were: heightretres, length 0.54 metres and width 0.25
metres. Length of the shoulder straps/handles me&€u54 metres. The medium size bag was
measured as: height 0.35 metres, length 0.54 matrdswidth 0.12 metres while the small

travelling bag measured ;height 0.3 metres, lefgdhmetres and width 0.10 metres (see Figure
4.1).The sizes of the large ladies handbag meaguB&dmetres in height, 0.10 metres in length
and 0.10 metres in width. The smaller size handbag 0.25 metres in height, 0.35 meters in
length and 0.12 metres in width. The handles fostdamth measured 0.54 metres in length and

0.02 meters in circumference (see Figure 4.2).
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Sanabora Design House

The range of ladies leather bags observed haduganmeasurements according to their sizes.
The largeSamosahandbag measured 0.40 metres in length, 0.3 mietdesight and was 0.10
metres wide. The bag two handles that measured @atées in length and 0.05 metres in
circumference(see Figure 4.3). The medium 8fizkenabag measured 0.20 metres in length,
0.15 metres in height and 0.05 meters wide. The bhdgistable strap measured 1.5 meters long.
The flap on the bag had a length of 0.17 metresOa2@ metres in height (see Figure 4.5). The
small sizeMakenabag measured 0.16 meters in length, 0.12 metdrsight and 0.05 meters in
width. The bags had a strap with a total length.80 metres. The extra small bag of this range
measured 5 inches wide and 3.5inches in heightHiseee 4.6).

Bahati Weavers Co-operative

The kiondo are woven in a variety of sizes. It waded that the Kiondo sizes varied in
measurements as per each basket that was measlastdof the baskets varied in 0.01 or 0.02
metre difference. The researcher found out froevibavers that the baskets were classified into
four size categories. The sizes commonly referoedre; extra large, large, medium and small.
The researcher approximated the measurements hesrfor each size in diameter and height.
The extra large baskets measured 0.30 metresnmetia by0.30 metres in height. Large baskets
measured 0.25 metres in diameter by0.25 metredeight. Medium baskets measured 0.20
metres in diameter by 0.20 metres in height andthall baskets measured 0.15 metres diameter
by 0.15 metres in height (see Figure 4.7). Theareber selected a medium size kiondo for
observation to fulfill the objectives of this resgaThe leather strap handlesthat are fixed onto
the sisal bags also varied in sizes and desigres kidndo observed had two leather handles on

that measured0.76 metres and 0.02 metres in cievende (see Figures 4.8 and 4.9).

The kiondos were observed to have variances inr theasurements and were instead
approximated in the range of sizes. The alteratfdihe kiondos round shape was observed to be
a result of the finish that includes the fixingatipper at the top. The researcher interviewed a

kiondo buyer at the market who pointed out the thett the kiondo did not balance well.
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Consumers interviewed at the market also mentighat the zipper made the kiondos body
narrow at the top reducing the storage space. fiteaded function of ample storage space that
the weaver achieved to create was thus distortethéyfinish done by another artisan. The

researcher could not confirm if this was the ineshdesign by the weaver.

Figure 4.9: Leather handles and finish of kiondos teKariokor market.

Source: Kamuiru, 2014.

The large and extra large size kiondos had two \iagfsthe pair of handles was fixed on them.
The two methods are explained in Appendix H.Hanétbeshe medium size kiondos observed
were all hand stitched and permanently fixed. Tioados also had varying sizes of the handles
on each bag. The strap was made from 2 leathqrsstinat were hand woven using a traditional
thonging method to form a 2-dimensional shapeapstneasuring0.02 metres in circumference
and 0.76 metres in length (see Figure 4.9). Alammedium size kiondo (see Figure 4.10) had
woven sisal handles that were shorter and measOrgdimetres long and 0.05 metres in
circumference. The handles for these kiondos wisiee stitched together to form 2-dimensional
tube shaped handles. The researcher observed dttatebhds of the handles measuring 0.02

metres long were made flat to enable them to behstl onto the kiondo.
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Figure 4.10: Different finish of handles on mediunsize kiondos from Bahati weavers.

Source: Kamuiru, 2014.

4.2.3 Decorations, patterns and finishes

Bombolulu Leather workshop

The four corners of the travelling bag were stitthgth leather patches that were a similar color
to that of the handles. The bag had 2 leather learetich measuring 0.54metres long that had a
handle stitched on each side of the bag. The Bml& of the bag had a small rectangular piece
of leather is stitched in between the ends of #edles. A brass cast logowas stitched on this
piece of leather. This was the branding identityha&f bag as seen in Figure 4.15. The inside of
the bag was a single compartment that is lined waitbrinted cotton fabric and had an inner
pocket measuring 0.25 metres long and 0.12 metiggs fhe bag had a zipper to close it
fromone end to the other. The ladies leather bathernnside has a hanging inner leather pocket
with a zipper that was attached one ofthe innemselay a long leather cord. This bag had no
lining on the inner part. The bag was closed widbrfpress buttons that were stitched on the
inside part of the top seam.It was observed trebtyg had a leather flower motif attached to the
bag’s handle with a leather thong. This motif hael Bombolulu logo stamped on it.

Sanabora Design House

The handbags observed had various forms of pajtdet®rations and finishes. For the large,
medium and small sizes, a flower decoration plamedhe front side of the bag. A seven petal
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flower motif was sewn on top of the leather matenised for the main body of the bag. 1
motif was cut out from a different colored leatimeaterial from the one used to make the |
The motif had @rass spiral pendant that was anchored onto iteicby a metal press buttc
On the large siz&amosébag, three flower motifs in two colors were sewname side of th
bag. The medium and small siMakenabags had one motif which was sewn on theer of
the flap. The extra small bag had a simple rectangdecoration in its middle that was
different color of leather, similar to the flowerotif The Samosahandbag had a wavy lir
pattern that was seen at the top and bottom phtteedag. The fttern was created by cuttir
one edge of theectangular shapeleather pieces in a wavy lin@his leather piece was th
stitched onto the rectangular leather piece thattiva main body of the b(see Figure 4.J).

Figure 4.11 Sanabora large handlag details of patterns and decorations

Source: Kamuiru,2014.

The bag handles sewn on the sides the ends shaped to resemble a sliaf heotif. The inside
of the bags were lined with plain fabric and in@wh inner pockewith a zip. A cloth label tat
was sewn on the lining belothe zipper of the inner pocket s branded with e producers’
logo (see Figure 4)4The large, medium and small size bacch had a magnetic clasp usec
close the badlr'he clasps which were fixed as a pair have eacce fixed on the opposite side
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the bag. The larg8amosaag ha the clasp fixed in the middle of the top sectiorthad bag’
opening. TheMakenabags had one piece of the magnetic clasp fittethemmiddle section ¢
the front end of the flap. The er piece was fixed on the lower middle sectionhef bag wher
the flap part lies. The extra small coin purse hadifferent finish for closure A zipper was
stitched on the top part of the inner lining was joined to the top leather [ of the purse. A
leather tassel made from the same leather as tse puas tied to the end of the zipper. This

used to pull the zipper and alserved as a decoration (see Figure 4.11).

Bahati Weavers Coeperative

The researcher observed a variety of pattelecorations and finishes in the kiondos woby
Bahati Coeperative weavers. The selected kiondo for observdtad on basic color of sis
used when being woven. The forms of decoratioiseed on the kiondo include leather st
and wooden beads thare hand sewn onto the kiondos’ front side. TéatHer strips ar
arranged to forming a diamond like shape. Woodesdb are strung in the leather strip
incorporated in this desigi€owrie shells are also sewn in the leather handles settiainis
sewn onto the kiondo as decorative pieces. Geameditierns such as triangles were obse

one of the kiondos, having being incorporated irical pattern in weavir (see ligure 4.12).

Triangle shapes and vertic

patterns.

Leather strig and wood bead

decorations

Figure 4.12 Decorations on kiondo as seen at Kariokor marke

Source: Kamuiru, 2014.
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The medium size kiondo observed had a differenstiron them. The kiondos had leather
trimming that was stitched all around the kiondodimng the brim. The binding incorporated a
zipper and a material lining that was fixed insilde kiondo. This type of finishing was machine
stitched and was observed as having been appligieomedium size baskets for Bahati Co-

operative weavers (see Figure 4.13).

Figure 4.13: Leather binding finish with lining and zipper on a kiondo from Babhati
weavers

Source: Kamuiru,2014.

The top brim of other Kiondos that were observed been finished in different ways. Some of
the kiondos had the simple sisal binding that waldefd and stitched down as the weaver
finished the kiondo. Other kiondos especially thegé ones were observed to have leather
binding on the brim of the basket. This leatherdng was hand stitched and was similar in
color to the leather used to make the handles.Amdifpe of finish observed on small kiondos
was a beaded finish. Small glass beads of variolssscare stitched all around over the brim of
the kiondo(see appendix H).

The sisal kiondos observed at Kariokor market weveen with different colored materials that
enhanced different sizes and types of band pattéires kiondos have common patterns of two
or three colored bands alternated by the main aafionaterial used in weaving. These bands
appeared to run along the basket body in a hotomhnner. Some of the sisal baskets observed
at Kariokor had as many as five colored bandsftrated horizontal, vertical and slanted linear
patterns.The band pattern is also modified by sae@vers. In one kiondo it was observed that
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the band shape weaelevated to form an angular line that raithe band patteri(see Figure
4.14).

Elevated horizontal banghttert

Two colors horizontal banc

Multi colored horizontal, verticalan

slanted decorative bands

Figure 4.14 Kiondos with various decorative band patterns athe Kariokor market.

Source: Kamuiru, 2014.

4.2.4 Bag rangesnd function

Bombolulu Leather workshop

The travelling bags range is inthree sizes; langedium and smaThis range of travelling bag
is suited for both male and female customers. travelling bag range alsacludes a ladies
leather handbag in two siz€ke ladies handbags are produced in sets and icdloes tha

match with the larger travelling ba
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Figure 4.15: Leather and canvas travelling bags fnrm Bombolulu Workshops

SourceKamuiru,2014.

Functions for the bags are specific to the sizin@bag. The large travelling bags are suited for a
long period of travel as the size of bag can accodate a variety of outfits (See Figure 4.15).

The medium size bags are suited for short terneteas such as a weeklong journey. The size of
the bag can accommodate outfit changes for sedaya. The small size bag is best suited as an

overnight bag.

Figure 4.16:The reshaping option as seen on Bombdlutravelling bags
Source: Kamuiru, 2014.
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The ladies handbags were designed as an everydayfbs bag was made in large and small
sizes designed to cater for the client that prafemall or large handbag (see Figure 4.17).

Figure 4. 17 Lad|es Ieather handbag collection fronBombolulu.

Source: Kamuiru, 2014.

Bahati Co-operative weavers

The sisal kiondos observed is woven in a rangamfel and medium sizes. The kiondo which is
fitted with a lining and zipper serves the modeumction. It has sold as a ladies handbag
similarly as its secured by a zip. The kiondo soah the size range of ladies handbags and has
handles that can either be carried over the showaldby holding the handlesand hanging it by
ones side. The large size is used as a carry @llhas more space. Consumers interviewed who
own this size attest to using the kiondo as anrogbt bag as one is able to carry more items.
One of the customers interviewed uses this bagiy ter personal effects which she would use
in her day handbag and a few books and documemtstfre office. This way she is able to carry
one bag rather than two of two. The small size #ors used as a day handbag by ladies who
that carry a few personal effects. A variety of thedium and large size ranges of kiondos were
observed by the researcher at the Kariokor masest Figure 4.14).Bahati weavers Co-operation
make large and extra large kiondos that are séldufor their traditional function which was to
carry an array foodstuff from the markets. The woraensumers interviewed prefer these sizes
of kiondos as they are very spacious, sturdy witladustable handle and can also be carried on
their backs.
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Sanabora Design House

The ladies leather handbag range observed at Sanabcoudes a variety of bags and
accessories. The following products were presemethis range; large size ladi€samosa
handbag, medium si2dakenabag, small sizélakenabag, extra small rectangular coin purse. It
was also observed that the range was further diMgfdo include; coin purse, ladies wallet,
cheque book holder, phone case, clutch bag andieslaelt (see Appendix K). Each of the bags
in this range as the designer explained was made the best fit for its function. The bag range
was designed for the modern day working woman whefeps to purchase a bag and its
matching accessories. The large ladies handbagnadg for the everyday use in a formal or
informal setting. From observation it was notedbt spacious and strong. The medium and
small Makenabags were designed for a casual look on weekenus bags were designed for
the younger generation. The extra small coin paesges its everyday function of storage and

was designed to be use with any of the bag sizes.

Bahati Weavers Co-

Bombolulu Workshops Sanabora Design house operative
Product
Attributes
Geometric shapes wergseometric shapes were | Geometric shapes were
Shape observed. Bags had |aised for the bag designs. | observed.
trapezoid, rectangular  @rBags have various sizes of Use of circular shape far
square shape. Modification pfrectangular shapes. The | the kiondos. Modification
bags shape was observed. | large bag was observed to| of the round shape into |a
have shape modification. | trapezoid was observed.
Sizes The observed travelling bags'he observed handbag sizeKiondo sizes varied and |a
sizes in Metres; in metres; near approximation of eagh
Height Width Length Height Width Length | size in metres was observed
Large0.400.250.54 Large 0.300.100.40 as;Diameter Height
Medium 0.360.120.54 Medium 0.15 0.050.20 Extra large0.300.30
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Small0.300.100.27

Lengths of handles were 0.54Height Length
metregxtra small 0.080.12

metres and 0.02

circumference

Ladies handbag sizes in metn
Height Width Length

Medium 0.350.120.35

Small  0.250.120.35

Length of handles was 0.5

Small  0.12 0.050.16

Lengths of handles for larg
ebag size were 0.76 ar

0.01 metres wide

Lengths of single strap fc
medium bag size were 1
petres and 0.02 metrg

wide

Large 0.250.25
Medium0.200.20
Small0.150.15

eon kiondo was 0.76 metres

dand 0.02 m circumference

=

5

2S

longand 0.02 metres
circumference Lengths of single strap far
small bag size were 1.39 m
and 0.02 metres wide
Patterns The traveling bags hadThe ladies handbag had|dhe kiondo had a simpl

Decorations

decorative leather patches tk
were sewn on the outer corne
of the bag. A leather patg
with the company logo wa
sewn on the travelling bag
The handbag ha

branded leather piece tied on

ladies

the handle on the front side

the bag

Decorations include the bon

beads on the travelling bags.

avavy line pattern and
srfBower motif made from
hdifferent

spieces.

colored leathe
The extra smg
shandbag had a mix ¢
1deather colors used to creg
t8 rectangles pattern.

of
A spiral brass decoratio
press button at the center

the motif. This decoratio

was observed on the fro

avas fixed with a metal that were arranged to for

atwill weave pattern that wa
observed in its single colg

r sisal weave.

It was observed that th
nkiondo had leather strip
oh diamond shape.The

nand wooden beads we

Observed length of handles

nwere sewn on the front part

D

=

e
S
m
5e

re
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Finishes

The finishing for the trave
bags included a zipper th
was stitched on a screg

printed lining that had an innég

pocket. The ladies handbagroducers label with theof a similar color was

included press button attach
to top middle section of th
handbag for closing the bag

side of the large, mediumstrung in the leather strips

and small handbags. as decorations.

| The bags were all finishedFor the finish, the woven
atvith a fabric lining on the leather straps were hand
pinside.  This included anpstitched onto the sides of

erinner  pocket and  thethe kiondo. A leather trim

t| stitched on the kiondos

edompany’s logo on
eMetallic press buttons werebrim. It included a fabrig
used to close the bags. lining with a zipper ang
inner pocket was stitched

onto the kiondo.

Range&

Function

Travelling bags were availab
in a range of sizes. The siz
were in a range of largg
medium and small. These ba
were designed for both ma
and female users. The ladi
handbags in this travellin
range were in a large and sm
size.

The bags had specif
functions as per their size
Large and medium bags we
designed for long and shag
term travel respectively. Th
small bags were designed f

everyday use.

eThe ladies handbags werdhe medium size kiondas
eavailable in a range afare available in a range of
> Sizes. A Further colors and finish.
gdiversification of this range The medium size kiondp
evas also available. Thethat was observed is used |as
eebserved bags includeeveryday ladies handbag.
glarge, medium, small and
alixtra small sizes.

cEach bag size was best fit

17

sfor a specific function. The
réargehandbag is for daily
ruse, the medium and small
esize bags for a casual look
ofor younger women and the
coin purse can be used by

all.

Table 4.1: Summary of Product attributes.

Source: Kamuiru, 2014.
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4 .3Materials and Tools
4.3.1 Materials

Bombolulu Leather workshop

Bombolulu leather bags often have one color ofhiathat is complimented by a different

colour of leather on the handles and decoratioh® Gag observed have one pocket, a main
compartment and a simple zip closure. The bagsacde with colored leather that has a smooth
or an evenly textured finish on its surface. ThaHer used the handles is plain and suitable for
decorations that are applied with hand held temtutiools. From observation the researcher
noticed that the main body of the leather bagdtenane color and is cut from a single piece of
leather that is continuous. The leather bags pwate other materials in its design such as
canvas and printed cotton for the inner lining.sTis done to reduce on the amount of leather

that would be needed to larger sizes of traveliiags.

From the researcher’s observation in the produtzti@mgues, leather was Bombolulu’s material
of choice for in the making of durable bags.Durihg interviews the leather designer and
artisans, they concur on the fact that leathertmsugh and sturdy material that withstands wear
and tear over a period of time. Leather made from, sheep and camel skins was bought in an
array of colors such as black, white, blue, greed,and yellow and orange (see Figure 4.18).
The leather is usually finished from the factorythwva variety of textures that one can choose

from.

Other materials such as canvas fabric were beiad iscombination with leather for the main
body of the bag. Bombolulu bags that were initialtyade wholly out of leather are
currentlymade of leather and canvas. The desigxglai@ed that he parts of the bag that are
constantly in use (thus exposed to the most weartear) were designed out of leather. These
specific parts of the bag include the handles, kleowstraps, bottom of the bag, corners of the
bag and the top section of the bag closure. Masersaich as printed cotton fabric,
threadsadhesives, leather boards, zippers, and $tasels were also observedin used in

production of thetravelling bag design.
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From the focus group discussions, designers conelysagreed that the colored leather used for
production is guided the current trends. Bag desg©®live and Kerry concurrently agreed that
some leather colors were termed as basic colotsatkaimeless. Despite the changes in trend,

colors such as black and brown are prominent coh@atscut across every trend.

From information gathered during interviews withstamers, various criteria were mentioned as
used identify the quality of bags. Customers intswed who either were buying or owned a

leather bag from Bombolulu considered the matersald as a key factor. One of the customers
Beth identifies the quality of the bag from the icleoof leather material used to make it. She
explained that from her previous experience a &ralfag lasts longer with constant use. She
added that the other aspects she considered whemgba bag were color, size and the inner

finish of the bag. Karimi explained that she alsokled at the stitching of the bag and all the

materials used to make it.

Bahati Weavers Co-operative

The Kiondo weavers were observed and the main rmhtesed for weaving was sisal. The sisal
used is in form of various sizes of twisted stririgat are available in various lengths. The
strands are two thin twines that are twisted togretb form a long strand. The sisal twine is
bought in a roll that has a long piece of twind thaasured in weight. Alternative sisal for use in
weaving was usually sold in long strands that wexé together in a bunch ofvarious lengths.
They approximated between 1.14 to 1.15 metres Ibhg.sisal strings are mainly bought by the
weavers in its natural color which off white. Theas is then dyed by the weavers according to
their color preferences of the kiondo to be wowkinthe Kariokor market, the sisal strings are
however available in an array of colours and lesgthbserved colours of sisal include red,
yellow, orange, green, brown, grey and black hiies.raw sisal twine that has not been twisted
was also available at the market. The salesperguaired that some weavers opted to twist the
twine themselves so they could get the sizes argthe that may not be available at the market.
The weavers at Bahati usually use the sisal thalréady twisted for use (See Figures 4.19 and
4.20).The sisal fibers available in the local mé&ka Machakos have no standard measurements

that can used to identify sizes, lengths and caksortments. Customers interviewed buying
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kiondos explained that their choices were limitedvhat was available at the market. Mary a
customer who owns a medium size sisal kiondo simtdathe one observed in this case study
explains that although the material is sturdy,as fa major disadvantage. The sisal kiondo she
uses as a handbag over her shoulder was rubbimgstibar clothes causing damage. She argues
that the material is rough and the kiondo was ppt@priate for use as a handbag.However there
was some material variation seen in the kiondosewdwy weavers from different regions. She
explains that wool and nylon yarns are incorporatgith sisal fibers to make kiondos. Her
preference for the wool kiondo is that it does mudt against ones clothes when carried and can
be washed when it gets dirty. She argued that Wwas a good innovation in material

combination.

The other materials used for finishing the bag$ushe; the leather used for binding the bag and
for making the straps, nylon lining material, meigpers, wooden beads and Cowrie shells. For
the observed bag, black suede leather is usetidédrinding that is seen on the kiondos top brim
and has a zipper stitched on it. A black nylon matevas used to make the inside pocket and
lining for the kiondo. The same leather is usethionging to make the bags handles. Pieces of
this leather are also incorporated to secure tinellea onto the kiondo. The wooden beads and
Cowrie shells are used to decorate the kiondo. [Ehther used to finish the Kiondos from

Bahati weavers is selected on basis of what idaeito the artisan at the Kariokor market. The

kiondo weavers did not select nor specify the lelatb be used to finish the kiondos.

Sanabora Design House

A variety of materials were observed to be usedtHerproduction of bags. The main material
used for the bags was leather available in a waaktolors and textures. The wide selection of
colors and textures enables the creation of unaquevibrant range of bags. The leathers used
include cow, sheep, goat and fish skins that haenlprocessed from the local tanneries (see
AppendixK). The designer explains that they ar® alsing vegetable tanned leather to make
bags.From observation of the leather bags madarst®ra design house, the outer part of the
bag is predominantly made of leather. The bagsrebdevere made from leather which had a

textured finish. The materials used on the deoaegtarts on the bags were leather, brass wire

77



pendants and metal press buttons. The other miatased in the bags include plain cotton fabric
for the lining, zippers, buckles and metal feetriBg production the artisans were observed
using adhesive, threads, Manila paper, and leatioards.Some of the bag designs also
incorporate various African fabrics such as the $&ashuka, Kitenge, Ankara and Khanga
which are matched with suitable leather. The laaticeessories used for the finishes of the bag

include metal hooks and eyelets in a variety dsiz

4.3.2 Material Sources

Bombolulu Leather workshop

The leather used at Bombolulu workshop is locatguared from tanneries in Kenya. The
leather is locally acquired hides and skins fromedtock farmers that is treated and added value
at the tanneries.There are various qualitiesof htgatthat is sought both locally and
internationally as a raw material. Ondoro, Bombgkilpurchasing manager explained that they
buy Leather from Bata Company in Limuru, Kenya atdAlpha Rama in Athi River on the
outskirts of Kenya'’s capital city Nairobi. The gialof leather dictates the price of the leather.
Export quality leather is of the first grade andthe most expensive. The leather is however
available to local buyers who may be interestedcamdafford to buy it. Bombolulu buys leather
that is of the second and third grade quality. Poechasing manager further explained the main
reason to these choices is due to the affordalte gnd the leather is of a good quality. The
leather is available in several colors and textuned factory finishes. The approximate units
bought in a quarter for the past three years haen 16,000 square feet of assorted leather
materials. Mr. Ondoro emphasised that these volwhksather materials acquired are relative to
the customer’s orders and differ in the grade @lityy In an interview Njenga of KIRDI (Kenya
Industrial Research and Development Institute) nejplothatthe change in trends and technology
enabled leather to be finished to an assortmentotdrs and textures.The value addition
hasmadethe leather expensive. He explained thahigie demand for leather locally and for
export to manufacture other goods had also con#ibto the high prices. Handicraft designers
in the group discussion agreed that this would misan a bag made wholly out of leather

translates into a highly priced item.
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The wholesale price range of leather is betweersithto Kshs 260 per metre. The leather is
available in several colors and textures and fgcforishes. Bombolulu leather workshops
largely use finished leather from camels, cows ahdep to make products. During the
interview, Mr. Ondoro mentioned the alternativerses of leather asSagana leather tannery and
Leather industries in Thika. Bombolulu previousbuece form thembut stopped as the sources
proved to be unreliable in delivery andhad incaesisies in the quality of leather. Orders were
sometimes never processed despite frequent follswuith the tanneries. No explanations on

the delays were ever made thus the company optedkdor other reliable sources of leather.

Figure 4.18: Coloured leather swatches collectiomdm Bombolulu workshops.

Source: Kamuiru, 2014

From the interview, Mr. Ondoro confirms that theneas material is processed locally in Kenya
by TSS Spinning and weaving company. This maté&aal of a lower price than that of leather.
The canvas used in the Bombolulu workshop alongideleather is of a specific gauge and
thickness. The canvas is CC450 which is a mediuokrikss that is suitable for use in making
bags as it is hardy and combines well with leatliée canvas material is sold at a wholesale
price of Kshs 900 per metre. The cotton materiakdufor lining are procured from Tanzania as
plain fabrics. The price ranges from Kshs 400 taK%, 200 per metre depending on the quality
of the cotton fabric. The workshop has the fabci@en printed in an affiliate workshop toadding
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value to the fabric. Accessories used in bag finglsuch as zippers and press buttons are
bought from the local shops in Mombasa. The bore®eised in travel bags are made in an

affiliate workshop by jewelry artisans.

The researchers’ observation of the Bombolulu ttenge bags indicated the use of other
materials incorporated with the leather. The laagd medium size bags were primarily made of
canvas and leather materials. The leather desexpained that use of a material of a lesser cost
value reduced the price of the bag thus making arketable. He further explained that
customers request for leather bags that have afispgaice range and even suggest that other

materials be incorporated to meet their targetgpric

Sanabora Design House
The leather materials are sourced from the logahddes in Kenya. The production manager
Ann explains that a variety of leather usually aaight from Alpha Rama in Athi River and Bata
factory in Limuru. The Design house usually pur@saleather in square feet in dozens as per the
required quantities for the specific order to beduced. The purchases are often done quarterly
and may vary in quantities as per the orders adl.h@ime purchasing manager explained that with
regular orders at hand, each quarter an approxirhai@00 metres of leather material is
purchased. Leather material is selected at theetaamand the quality of material purchased is
often guided by the intended function of the badnewre-orders for specific bags are made, the
design house usually requests the tannery wheyehidg sourced the material to reproduce for
them the exact material. The design house wile gdvsample leather swatch to facilitate the
reproduction. Sanabora leather bags are madetfrerhighest grade quality available from the
Tanneries. The range of leather prices per meteebatween Kshs 250 to Kshs 325. An
alternative source of leather for Sanabora desigusé is based in Narok. The source sells
vegetable tanned leather that is used for a spewfige of bags. The leather used for making
bags was observed to be of various textures amaliobs per each bag design (see Appendix
K).

The other materials such as cotton fabric usedirforg, manila papers, leather boards,zippers,

metal feet, clasps, hooks, eyelets, buckles, adbégsand threads are bought in various shops in

80



Nairobi. Alternative sources for hand cast metaleasories like buckles are available but not
reliable. Ann explains that an artisan based inekalbsupplies the design house with brass cast
buckles. However the supply is not reliable on gukar basis as the demand for the handmade
accessories is higher. The design house is algetta variety of West Africans fabrics that are
sold by suppliers who have shops in Nairobi. Theeprange for these is between Kshs 1,500 to
Kshs 3,500 per metre.

Sanabora designer explained that customers oftdnreguest for a quality bag that is not
necessarily made of leather material. Designers MéarNzisa, Musyoki and Minna who were
interviewed on November 282013, mentioned that current bag trends are asorporating
ethnic fabrics as part of leather bag designs.yfointed out the use of the coloured leather in
the various bags observed and agreed that it congpied the printed fabric and lining materials

used.

Bahati Weavers Co-operative

Sisal twine material is bought from the local markeat is held weekly at the Katangi shopping
center. Members of Bahati Weavers Co-operative sdswmce the sisal twine from other markets
in Machakos town. The group members usually buysikal twine in its natural colour. When

the weavers need to make any kiondos in a spemfmur as specified by a client, the natural
twine is dyed in the required colour and distrildutanong the members. Other members of
Bahati opt to source for the sisal twine that igilable in various colours at the market. The weft
strings are sold tied in bunches that containsagprately 30 strands in a small bunch or 100
strands per big bunch. A small bunch is sold foh&80 while the large bunch sold for Kshs
70.These were available in different sizes thatewaggproximated as small, medium and large
sizes (see Figure 4.20). The weft strands were soltheir natural colour and the lengths

approximated to 60 inches. The sisal strands usedaaps for kiondos are also available in
different varieties of colours that have been hangsted into a long strand measuring an
approximation of 30 meters per each wrapped piSoee of the warp had shorter lengthsand
the sales lady explained that the lengths dependetthe individual who had hand twisted the
twine and supplied them for sale. There was nodstah length for this sisal twine warp
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stringsThe warp threads observed at the market were eola price of Kshs 20 for plain cwr
string andKshs 30 for the coloured stri(see Figure 4.19).

Figure 4.19: Natural sisal (vefts) and colouwed sisal (warps) string for sale at the loce
market.

Source: Kamuiru, 2014

The weavers explained that tlaege twisted strancweresold as the weft stran. They are used
in weavingthe medium and large si: of the Kiondo The medium and smaller sizeisted
strands were sold as wefts for the medium and sr sizes of the Kiondol'he long twisted sis:
string is used as the warp for weaving the kiontleis wrap string can have an alternat
material of cleice such as wocor nylon string.The sales lady at the market explained
weavers fronKitui opt to use baobab fiber string while thosecentral Kenya use banana fit
as the wrap string. The womean Bahati weavers explain théne thinner twistestrands were
alsoused to weave other items such as table mats a@ndPreferences are however obser
among the weavers who opt for the thir sizetwisted sisal strands for weaving large size
the Kiondo.
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Figure 4.20: Natural sisal (weft strand) sizes fosale at the local market.

Source: Kamuiru, 2014.

The artisans fixing the handles, lining and deconst on the kiondos source their materials at

Kariokor market. The leather material, fabric ligjrzippers, wooden beads and Cowrie shells

are sold by other merchants at the Kariokor markeeé artisans inform the researcher that the

leather is locally processed by the various leathéustries in Kenya. The fabrics, zippers and

beads are sourced from wholesale distributor’'s shapNairobi.Artisan Kisilu explains that

leather material used for handles and for the kisnioinding at the brim to fix the zipper costs

between Kshs 70 to Kshs 200. The price may vargny additional leather is required for

additional decoration on the Kiondos body.

Materials

Sources

Prices

Bombolulu Leather Workshop

Leather: Bata Factory- Limuru,
Alpha Rama- Athi River,
Sagana and Thika Tanneries
Canvas TSS Mombasa
Fabric: Tanzania

Other
sources Mombasa

Accessories  Local

Leather: Prices per metre rang
between Kshs 90 to Kshs 260.
Canvas Kshs 900 per Metre.
Fabric: Kshs 400 to Kshs 1,20
per Metre.
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Sanabora Design House

Leather: Bata Factory- Limuru
Alpha Rama- Athi River

Narok and Nairobi leather supp
shops

Fabric: Nairobishops that hav
regional suppliers
OtherAccessories local sources

in Nairobi

Leather: Prices per metre rang
between Kshs 250 to Kshs 320
[y=abric:
1,500 to Kshs 3,500.

Price range of Ksh

e

e

Bahati Co-operative Weavers

Sisal twineLocal sources in th

e Sisal twine Price range of Ksh

various markets at Machakos ané0 to Kshs 70

Nairobi

Leather for finishing: Local
sources at Kariokor market
Nairobi.

Fabric: Local shops in Nairobi
Other Accessoried_ocal sources

in Nairobi

Leather for finishing: Price

rrange of Kshs 70 to Kshs 200

Fabric: Price range of Kshs 60 1
Kshs 200

Table 4.2: Summary of information on materials, sotces and prices.

Source: Kamuiru,2014.

4.3.3 Tools and Machinery

Bombolulu Leather workshop

The leather workshop uses a variety of tools toaze the raw material into practical products.

They include heavy duty stitching machines, cuttiaghines, punching and embossing

machine(see Figure 4.22). Others are hand held sawh as needlestape measures, scribers,

rulers, pliers, scissors, pincers, stamps, leath#mg knivesand skiving tools were used in the

workshop (see Figure 4.21). Mr. Ondoro explain$ thast of the machines were imported from

Germany and ltaly several years ago. The handlwall$ and some of the recently acquired

heavy duty sewing machines observed in the workstene locally sourced. The suppliers of
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these machines have are knowledgeable local teahsiavho service and repair them. These
technicians alsotrained the artisans at the worgksimothe use of the new machines. Spare parts

arelocally available in case of the machine breakdo

There are also newer models of machines that aaiable for purchase to upgrade the older
ones on given financial availability. Mustapha alahn, the Leather workshops designer and
production supervisor respectively have vast kndgdeon the machinery in use. The artisans
too have used the machines for a long period ansl 2lsquired experience that they are able to
troubleshoot when a machine breaks done. Theylsmeahle to pinpoint on which machines are

able to stitch very thick leather with ease.

Figure 4.21: Handheld leather tools observed at Bobolulu workshop.

Source: Kamuiru,2014.

The training of artisans on tools and machine use wffered to the artisans in the various
leather training schools that the artisans attendeln explained that at Variety Village Thika
which is a technical institution run by the SaleatiArmy, training was offered at a very basic
level on leather tools and machinery. With the tamsuse of the machinery and tools one is

able to become an expert user. John mentions thelines have also changed with time as per
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new technology. During his training period in th@8Q’s, a lot of the sewing, decorative and
leather cutting machines were operated by handay tte machines in current use are powered
by electricity. The machines however still requitenan input to function. The leather workshop
has an electric powered cutting/ stamping machiaeis able to cut specific shapes and emboss
patterns on plain leather. The cutting of the skapalone by using steel blades that are forged
into specific shaped blades act as template cuttertsensure that the leather pieces cut are
identical pieces. These blades are fabricated imekenya at the local metal industries. The
workshops provide the industries with specificasiah the required tools which are in-turn made
for them at a fee. The artisans however still ipooate handheld tools such as punches, leather

cutting knives, Scissors, hammers and leather stanigtters in the day to day production.

Artisans have to get the initial training on howe thew machine works so as to perfect
handwork. Each time the workshop acquired a newhma, basic training is done by the
suppliers of the machine and artisans are impaviddbasic knowledge. With time and longer

exposure to using the machine the artisan is aldfi@niliarise and properly execute their skills.

Figure 4.22: Leather stitching machines observed @&ombolulu Workshop.

SourceKamuiru, 2014.
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SanaBora Design House

The artisans were observed using a variety of tants machinery at their workshop in Ngara.
Basic handheld tools such as scissors, Stanleyeslaahd knives were used for cutting the
various materials used. Different types of rulemrevused to create shapes and patterns on
templates during the designing stage. To take nneants, the artisans used tape measures and
rulers. Markings on fabric and leather were madi wailors chalk and pencils. Other handheld
tools used include hammers, scribers, pliers aralldrushes used for glue application, needles
to stitch decorations on the bags. The handheld wwere sourced in various Nairobi shops. A
variety of machines of heavy duty sewing machirsés/ing machines, walking foot machine
were also observed (see Figure 4.23). The headgrasBeatrice explained that the industrial
machines used in the workshop have all been sodroed local supplier who imports from
Germany. She undertakes research on which mackimeaded for a particular process and
informs the supplier on the specifications. Thepdigp checks if he has the machine and if not,
imports the machine for the Design house to puelitaghe servicing of the machines is done
by the technicians provided by the supplier.In treup discussions, the procurement of
appropriate tools and machinery was emphasized fastar that contributes to the quality.
Designers Wamuo, Nzisa, Bee and Minna involvedhm lhandicraft sectorwere in agreement

that finance ability of the case studies determitiesdr access to appropriate tools, machinery

and raw materials.

Figure 4.23: Artisans observed working at Sanaboraleign house.

SourceKamuiru,2014.
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Bahati Weavers Co-operative
The actual kiondo weaving requires almost no tawlsnachinery. The hand done skill was
executed by weaving sisal wraps and wefts to fdrenkiondos body. The tools observed in use
by the Bahati Weavers was a pair of scissors tlast wged to cut the sisal twine and a large size
needle used to stitch down the final weave atdpeof the kiondo. The kiondos that are finished
by the weavers are those with the sisal handles.Was observed at the workstation as the hand

stitching was done by the weavers (see Figure 4.24)

e —— — T _-—

Figure 4.24: Members of Bahati weavers observed wking on kiondo finishing.

Source: Kamuiru, 2014

The leather and lining finishing of the kiondo wasially done at the Kariokor market. Artisan
Kiswilu who is stationed at the Kariokor marketlist@pecializes in machine stitching, fixing of
linings and handles on kiondos and other baskgisst The leather handles are all pre cut
pieces of leather that measure 31 inches long d@ ihches wide. The leather handlesobserved
below were made by overlapping the leather pie@r avcord that was hand-stitched to form a
cord. Both ends of this cord had a 1 inch allowahe¢ was left flat. This flat end was then hand
stitched onto the kiondos body with a needle arldmthread. The handles measure 30 inches

long and 1 inch circumference when fixed onto tioaéo.
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To fix the lining that has an inner pocket, he uaesewing machine to stitch the lining and

zipper into the kiondo (see Figure 4.25). The nedea observed the artisan using the kiondo to

measure the length of lining material required.ndsa pair of scissors, he then cut the required

pieces for an inner pocket, the bottom and sidethefkiondo. The pieces were stitched by

joining the inner pocket pieces to the side andodbotpiece to make one complete piece of

lining. The complete lining was then stitched otfite kiondo using a sewing machine. At no one

time is the artisan observed using a tape meashite working.

Figure 4.25: Artisan observed fixing the lining ina kiondo at the Kariokor market.

Source: Kamuiru, 2014

Categories

Bombolulu Workshops

Sanabora Design

house

Bahati Weavers Co-
operative

Materials

Bags are made from a varie
of leather and canvg
materials. The travelling bag

have a lining with an inne

tBags are made fron
sleather material. A plaif
gotton fabric was use

rto make the lining with

nThe kiondos were mad

e

nfrom sisal material th

off white color. The

t

dis available in a natural
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pocket made from a printe

cotton material.

The finishing of the bagincludes a brass wir

includes a zipper at the top
the bag and two leather loo
at both ends. A smalle
leather loop with a bone bez:

is stitched below the leath¢

dan inner pocket.

The bags

oEpiral pendant that i

paittached to the bag

adbutton.

ai0ther accessorie

decorationkiondos were finisheq
ewith

smaterial for binding anc

rsurface by a metal presgabric was used for th

a variety of colors. The

use of

lining. Wooden bead

sisal is also available in

D

)

leather

dor the handles. A nylon

sand Cowrie shells werge

)

1)

192}

loops on sections on bothinclude metal buckleg, used for decoration.
sides of the bag. metal feet and magnet|c
clasps.

Sources Leather materials are sourcetdeather materials areSisal material is sourced
locally from Tanneries; Batasourced from  Batafrom local markets and
factory in Limuru, Alpha Factory in Limuru,| hardware shops in
Rama in Athi River and Alpha Rama in Athi Machakos. Some is
Sagana. River and Narok. factory process while
The zippers used were bought some are hand finished.
from local shops in MombagaThe  leather = metdl The other materials used
town. The cotton fabric usgdaccessories are sourcetbr finishing such as
for the lining of the bags wasfrom Nairobi shops| leather, fabric for lining
bought in Tanzania andAlternative source for wooden beads and
screen  printed at thethe decorative piecesthreads are bought in
workshop before use. was an artisan inwholesale shops in
Bone beads are made b¥ibera. Nairobi.
jewelry artisans at the Hand held tools in use
Bombolulu workshop. were sourced locally.
The machinery and hand held
tools were sourced both
locally and from Germany.

Tools A variety of machines wereHand held tools thatThe basket weavers

& observed in wuse. Thesavere observed inusually use handheld
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machinery

included heavy duty stitchin
machines, cutting, punchin

and embossing machines.

Hand held tools such as ta

measures, pens, penci
ruler's pliers, SCissorg
pincers, stamps, brusheg
leather cutting

skiving tools were also use

in the leather workshop.

knivesandsewing

guseinclude
gpliers, blades, scriber
pens pencils
scissors,ruler’'stape

peneasures, tailors chal

drushes, and needles.

askiving machine and

walking foot machine.

Dthers are heavy dutyA sewing machine was

machines,used to fix the lining

hammers,tools such as scissors to

scut the sisal twine. A
needle is used to stitgh

up the top weave of th

D

kkiondo and when fixing

sisal handles.

aand zipper of the

observed kiondo. Th

1%

lining is measured

against each kiondo.

Table4.3 : Summary of materials, tools and machingrused in the case studies.

SourceKamuiru 2014.

4.4 Product Realisation Processes

4.4.1 Product design and development

Bombolulu Leather workshop

The design collections are compiled by leather giesi Mustafa Mohammed, who has over
twenty years’ experience in leather work. Everyryiba leather workshop comes up with a new
collection of bags. With the coordination of theoffammes designer, marketing team and
existing client base, the various samples formbmgs of an annual catalogue. Mustafa mentions
that he gathers additional market information framarketing department, the critiques and
inputs from the clientele and deciphers this whesighing a new collection. Market and
consumer trends are also part of the research KMustanvolved in. He emphasizes that this
information is key to the new design collection.eTmarketing manager explained that the
customers who buy from the leather workshop alsgelst contribute to the design aspects of

leather bags. Most of these designs have exclysagreements between the customer and
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Bombolulu Leather workshop. However the informatistom the designs is also part of

learningin the product development process.

Design process of a leather bag usual starts aetearch stage. Mustapha works on finding out
on the latest bag trends. This involves visitstteeolocal leather artisans within Mombasa, local
Boutique shops that stock leather goods and algbega information from the internet.
Continuous assessment on clientele feedback on $@gsfrom the onsite shop and those
produced for wholesale also form a basis of deBgmds requirements. From his initial training
in Malindi on leather production, a large influenme his design work was the cultures of the
people who live in Mombasa. Traditional motifs éahili cultural items largely contributed to
his design style. From the focus group discusstbrsdesigners agree that traditional designs
were often worked out to the specific function ofbag. Customers Karimi and Harriet
mentioned that the bags’ design and was the fspeet they considered when buying a bag.

They explained that their choice of bags was gulmedurrent trends.

SanaBora Design House

Sanabora design house work as a team to concegatiddias for a new bag collection. The team
includes the head designer and trainer Beatricgraphic designer, production manager and
marketing executives. This team is involved in thrainstorming of ideas for the annual
catalogue. Each member contributes to the prodesteldpment by giving the relevant
information gathered from research. The head desigwer the years has also trained and
imparted her design skills to them. The productgieand development of bags is mainly guided
by the current trends, inspirations and the cust@mequirements. The production manager
explained that clients also contribute to somehef design ideas for new bags and these may
include modifications of an existing bag designef@rencesare given on the specific trends,
shapes and colors that sell well among their retastomers.The customers also offer feedback
on the bags they have previously purchased. Samalesigns are largely influenced by the
customer’s requirements and the bags made are todast serve the intended function. This in
turn guides the team on the materials that are figttd to make the bags. With the market
research and trend informationthe team comes up désigns of an appropriate bag for a

specific consumer that is best fit for its functi®he explains that Sanabora leather bag designs
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represent a fusion of contemporary design and a&friconcepts. As described in their current

catalogue, the designed range was made of uniterent and quality bags with an ethnic twist.

Bahati Weavers Co-operative

The kiondo weavers have over the years been we&iomglos of various designs for the local
markets. For any new product development, the wesameplain that any weaver usually comes
up with their own designs, patterns and color caorations. The weaver will make the new
kiondo to completion and present it to the groupmniners at the next gathering. Any additions or
modifications may be noted by other members anclidsed among the weaver. More often the
improvements are included or omitted in the makiighe next kiondo as the initial one is
already complete.Often they are approached by coesuito weave products for them. The
requested product usually has specifications adrepldesigns and size. The weavers discussed
amongst themselves on the specifications and emehhad to follow the specifications and
weave the required kiondo. The traditional appilaratof patterns and creativity vary in each
weaver and therefore applied in the weaving of é&skndividually. When a new kiondo is
completed, the other weavers will keenly obseneephttern and try to replicate itby weaving a
similar kiondo. To a large extent, the women ackeoge that the new kiondos they weave are
influenced by the new kiondo ideas the see in tlagkeais and those ideas requested by a

customer.

4.4.2 ldeation

Bombolulu Leather workshop

Conceptualization starts with a hand drawn sketelh communicates the basics of the bag. The
designer first impression of the bag is througls tlmugh sketch. Design ideas are sketched in
detail. The measurements that denote size, stitadlogzances and materials to be used are also
included. In the sketch seen in figure 4.26, dveh the outer structure and shape of the bag. The
sketch includes the specific material to be usadHhis case leather incorporating raffia décor

pieces.). It roughly depicts the decorations aneére/lthey are to be placed. The sketch was

proposedfor an overnight medium size, hold-all eétiwg bag that is reasonably price. The
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sketch required two shades of leather (black amdviby for the main body of the bag. T
handles were proposed to be made out of leathempartdhlly covered with raffia. The clie
proposed that the sides of the bags body to haamgtlar pieces of Raffia patched and se
onto the leather as decoratiorThe design incorporates leather to be used atoilmecbrners o

the bag for sturdiness and to enhance durak

( y: W (759

Figure 4.26 A simple design sketch of a bag from Bomboluli

SourceKamuiru 2014

In other instancedesigns are provided to the produ by a client. A sample request is send
Bombolulu with specificatiorfer the bag to be made. Mustapha explains that the desigt
production team study the details so as to iret the sketch accurately. Example of tailed
design sketch is Figure 4[28low.Mustapha explains that a detailed sketchhefliag include
the specific details and dimensions. The lengthithvand depth of the bag are specified.

color of the ledter, the lining materie size and interior of the bag are akplained in detail
The number of partitions and required pocket: also drawn in detailA client may also reque
for the producers guidance on other available nasethat can be useas a better alternativ
This is also included as a note in the detailedcskiThe client has requested the produce

adapt the bag as per the skills and the avility of materials (see Figure 4.27).
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The researcher noted observthat the range of travelling bagelected for the study has
printed cotton lining and an inner pocket. The bagdude a variety of fabric linings that &
screen printed with various Africemotifs. The designer observed that firents for the bag
lining were done ira specific colc that match with the outéeather and canvematerial of the
bag.This was one of the details to be noted during pectdn according tahe color of materie
used. In theproduct development sketch, a foot note would lmdude specifyig that printed
lining material for each the bag should be of ailsintolor as that of the be

| printed fabric
ALY - also in the back

........

Figure 4.27 Detailed design sketch of a bag from Bombolul

SourceKamuiru 2014

SanaBora Design Hous

The design teams’ ideas are consolidated andsented on paperldeas for a bag design ¢
first presented . a simple sketch (see Figure ¢). The general design of the bag is dre
showing the bags shape, approximate and function.Théeam agrees on the deteon sizes,

the various bag parts, tmeaterials to be usefinishes and decorations as intended in the
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bagThese are then added to the ch. The sketch is then handed oveth® graphic designe
who uses the computer to dralme bag design iactual details. Thbag sketctshows the front,
back, side and insidparts of the baThe sketch includes the materidts be use, patterns,
textures, colors andecorationsare incorpored in the sketch (see Figure 4).This gives the
team a visual idea of how the actual bag will ldike. The final3 dimensionasketches will be

used to guide the technigaroduction team in making the bags’ protol.

Coniuise  SATCHEL

Figure 4.28 A simple design sketch of a bag from Sanabor

Source: Sanabora Design Hot, 2014
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Figure 4.29: A detailed design sketch of a bag fror8anabora.

Source: Sanabora Design House, 2014

Bahati Weavers Co-operative

The kiondo weavers are all involved individually ganceptualization as each one is equipped
with the basic weaving skills. The weaver thus thebasic idea of the kiondo that they want to
make to completion. The Bahati Weavers Co-operatieenbers were not observed as having
any sketches of the kiondo they were making. Wiskeé what one was working on, the weaver
will explain the intended size of the kiondo andy gpatterns or bands of colors to be
incorporated. Any design idea that a weaver had exasuted and observed as their weaving
continued. The weavers interviewed were able tdagxpn detail how many colors will be used
and the number of colored bands there will be @ahecolor. One of the weavers Ndunda,
explains that a client will specify a color of cbeiand the size of the basket. These however are
not sketched and ideation was referenced was framary. Some clientsgive the weavers a
sample of the colored sisal string or the actuan#d sample to be used for reference in

production.
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4.4.3 Sampling

Bombolulu Leather workshop

The researcher noted that after conceptualizatioa,next step was the sampling stage. The
leather designer next step was to make an actuaplsaof the bag from the details in the
sketches.An actual size template or pattern i®atbf manila boardand the various pieces were
labeled. The first trial bag that is usually thetptype is measured out from these patterns;
pieces are cut to make an actual bag. The triali®agade from waste fabrics that are often
cheaper to use as opposed to using the actuaetediistapha explains that this is done to save
on the leather and incase of any alterations, tisene wastage incurred on the leather. Finished
leather is an expensive material and it is treatgld the uttermost care here in the workshop so
as to maximize on usage. Mustapha emphasizesrbatas to be careful with using leather and
the measurements have to be accurate and exact.

Figure 4.30: Template making as observed at Bombdiu

SourceKamuiru 2014.

Once the designer has a trial bag assembled andesm@gsary modifications have been rectified,
themanila template is adjusted to the correct siZée designer will make a replica of the
correct pattern in leather board, which is a mareble material for reference for bag making.
With all the accurate measurements an actual ledikg can be made. Mustapha then selects
from the workshops’ store the appropriate pieceleafther to useto make the sample. He
emphasizes that good quality materials are kelig¢adesign of the bag. He then cuts out the bag
pieces with the aid of the patterns (see Figur®)4.3The leather designer will thenstitch
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thecomplete leather bag and this is the prototyya¢ it used as reference during training and
actual production of bags. After completing the ,bags then priced by the designer to get the

actual cost of the bag.

Mustapha explainedthat the process of costing #weds follows. The bag is broken down into
each component/material used. The leather usedake tthe complete bag is measured and the
total square feet are identified. This is caledatgainst the buying cost of the leather per
square foot. The cost of material used for linisgcalculated as per the metres used. Other
components such as zippers, press buttons, leathds, threads, glue and other accessories used
depending on the bag design are also includedeimiterial cost. The labour cost is calculated
as the next step. The time taken to make thelfagtand the prototype is usually averaged to get
time taken as labour. The workshop adheres to dwergment wages regulated and this is
usually the basis used for labour calculations.eviat and labour give the production cost of
the bag. The other factor considered is the ovelhdaat cater for the energy used, tools and
machinery and other administrative costs. A peagtis included and multiplied with the
production cost to get the whole sale price oflithg. Wholesale prices are considered for an
order of a dozen bags and above. A percentagededat get the retail price that is usually the
price of a single bag at the shop. Prices are wadeannually to get the proper cost of materials
and labour that may have changed. The sample bagaggraphed for purposes of future
reference.The Production process follows and sonestimay overlap with the new skills

training of artisans for the bag production.

SanaBora Design House
The design house has employed a master craftsntan ®&o is also a member of the technical
production team. Ann explains that he is all rethdand has the skills, knowledge and
experience in leather bag making. He usually mékegprototype for each bag design under the
supervision of the production manager. The desigpmt gives detailed sketches that are
explained tothe master craftsman.The master crafidmegins the sampling process by making
the design templates. The designer explains kgagacttivity is time consuming as each part of
the bag is broken into its various components anghtéern is made. This exercise requires
accurate measurements of the bag pieces as pskdtat and including the stitching allowances

99



for the seams. Themaster craftsman may even work fshole day on template making. The
templates are cut out of hard paper board andsa@ 10 guide the artisan in cutting the materials
to be used. The various piecesof the bag cut freathér and fabric are joined together by
gluing, folding and stitching. The decorations be teather, the lining, label, inner pockets and
fixing of zippers are worked on as separate pieths. various pieces are then joinedtogether

with the final stitching the bag structuresintocenplete bag.

Any technical challenges that are faced duringsdm@ple making process are pointed out to the
supervisor and consultations are made to the tddm.master craftsman may advice on any
technical difficulties of the bags construction. &leo suggests what processes may or may not
be possible to achieve.The prototype of the bagiessed by the design team.Any amendments
to be made on the bags design are discussed andnh#mges are explained to the master
craftsman to be rectified. When the prototype isstctory, pre-production batches of bags are
made. The artisans in production make 3 to 5 béadbheoprototype bag design. The designer
explained that this is usually done to confirm timae taken for production and any other
technicalities that other artisans may face. Anraye time for production is recorded from the
time taken during preproduction. After that pragebe bags pricing is worked out. The design

team is involved in working out the initial pricéthe bag.

The production manager went on to explain thatvidméable costs are calculated. The material
cost is worked out based on the amount of mateuisdsl to make the bag. The total amount of
leather used is noted and cost is calculated athpdyuying price, cost for the fabric used for the
lining and inner pocket is also added. The accessarsed like the brass pendant, zippers,
magnetic clasps and feet for the bag have thetsdonsluded in the total material cost. The next
step is to calculate the labour cost which incluttiesaverage time taken to produce the bag. The
team works out the total of the variable costdixosts and profit margins with a percentage to
get the wholesale price of the bag. A further nplitation of the wholesale price gives a retail
price.The production sample bags which are now d¢et@pvith a selling price are photographed
and canbe used for test marketing. Prices of thgs kmre reviewed every two years to

accommodate the change in material prices and omersspending trends.
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Bahati Weavers Co-operative

The researcher observed that a kiondo sample efvadesign was made by any skilled weaver
within the group. The weavers having understoodctfents request prepared to undertake the
task.The customer had provided the weavers withrehaired colors and sizes of the kiondo.
The sisal materials required in the specific colmexye bought for weaving the sample. The
members discussed and agreed on specific membaitalde to weave the samples. Materials
are distributed and the weaving begins. The weavamnot be complete only at the work station
and will continue at home until the kiondo is coetpl Once a kiondo is complete, the weaver
takes it to the other members who confirm if it isebe specifications. This member who had
been given the specifications by the customer ealfirm if the sample has been done as per
specifications. The kiondo it is presented to thet@mer whogives the approval. If production is

to be done, the weavers will refer to this sample.

The researcher observed the weavers taking naeeaiumber of rows the wraps had used to
create a specific pattern on a color band. This daee by counting and constant reference was
made to the sample basket. In instances whereitimgldk to be woven has no reference, the
weaver worked out the design and patterns in meéeré¢o similar sized kiondo. For these
traditionally skilled artisans, a master sample watsmade by a specific individual for purposes
of replication. Each weaver developed their owniggas and color combinations. The weavers
often are in agreement on the size, colour comioinsitand general designof basket to be made.
These are the aspects that guide the prices ofkéactio. Each kiondo size had a price range for
it. A plain colour of kiondo with no handles hadoaver price as compared to a multicolored
kiondo that had a leather handle and binding attdpebrim. Each weaver when questioned
individually would quote a similar price and woudeé willing to review the price downwards.
The observed medium size kiondo that was plainreditiad a price range of Kshs 200 to Kshs
250 without the lining, decoration and handles. Whewas fixed with the lining, zipper and
handles it retailed for Kshs 350 to Kshs 400. Ohthe retailers at the Kariokor market quoted
to the researcher a price of Kshs 450 for the daoralo.
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4.4.4 Production process

Bombolulu Leather workshop

The first step for the production supervisorwasdentify the bag prototype sample and the
patterns for it. The artisans make reference th bu first trial bag and the patterns and study in
detail the parts of the templates/patterns forpheticular bag. From observation at Bombolulu,
the training for the production of a new bag wasally done after the product development
stage or before the commencement of mass produciibe training of bag prototyping is
overseen by the designer and it involves the aisisend the production supervisors. For training
in the making the bags, Artisans use inexpensive@ycled materials to cut out the pieces of the
bag and stitch a sample of the bag required torbéuged. With this first prototype, the artisan
is able to train on the cutting of the patternsva#l as the stitching up of the bag. Corrections
and imperfections can be redone be made on the samgle.Once the satisfactory training has
been done, the artisans are able to cut out theatopattern and stitch the complete bag to
completion on the leather material. Production ftg bag in quantities commences per the
product brief. The supervisor noted the amountafher and other materials required as per the
required bag quantities.The leather material iscdetl and required quantities are picked from
the materials store. Artisans were observed eackimgpon a bag from the basic step of cutting
the different pieces, gluing the pieces together @mplete stitching of the bag. Each process is

observed by the supervisor and the artisan istatdgert any mistakes in production.

Product design and Samples C> Skills training
development + Sample making « New Skills training
» Trends research » Costing of bags and improvement on
» New Product development » Cataloging of bags workmanship.
» Customer requests collection >
< > v
Production

e Finished range
of bags for sale

Figure 4.31: Summary of the Production process at&nbolulu Workshop.

Source: Kamuiru,2014
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Sanabora Design House

The production manager explained that the team reggribcluded artisans that are excellent in
pattern making, cutting and stitching different tpaof the bag and a master craftsman who
excels in the joining and finishing the bag struetlihe artisans involved in the production of
bags at Sanabora design house work as a team.e§bharcher observed the artisans as they
worked in their workshop. The bag order at hand wasked on in two sections. Two artisans
were involved in cutting out the various piecesbafls that were enough to complete the first
part of the order. After several days the cuttingcpss was completed. The pieces were glued
and stitched together to make the basic bag steiclinese are then passed on to another set of
artisans’ for the final stitching and finishing. Amvas constantly checking the ongoing process
of the bag pieces. The artisans receiving the bagep at each stage were also observed
counterchecking if the pieces were appropriateHernext process.Ann explained that when an
order for large bag quantities was being worked amditional artisans were contracted. The

team players were part of the quality controll@reveery process.

Each artisan is specializes in particular skillegther production. The team works in a step by
step production process that ensures the divisiakils and knowledge. The basic production
stages involve cutting of bag pieces, gluing aitdrehg, final stitching and finishing. At each of
these production stages there are artisans who thaveaining and specialize in a particular
skill. Each process is thus undertaken by the &lekbed artisan ensuring that all the bag parts are
well done. The production manager emphasized titatthe production members working as a
team, there was the assurance that every stepeaidbh@rthe set standards at Sanabora. She
explained that each artisan was able to work effity as they were involved in a particular
process that they were skilled at. The finisheddpots are counter checked for quality by the
production manager and the designer. The prodwetkty was passed as per the set criterion for
the Sanabora brand that has to be adhered to.eBearcher was shown the bags that failed in
terms of quality. Aspects such as uneven stitchindecorative beadwork, use of wrong color of
thread for stitching and inconsistent stitching eveonsidered as faults that affected quality.
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Product design and development

* Trends and market research

» Design teamwork and
brainstorming

» Customer requests
feedback

Sample making
» Detailed sketching
Template making
Prototype making

Pre-production
Production of
multiple bag samples
Costing of bag
Cataloging of bag
collection

an

S

Production ¥
* Mass
production of
bag range

Figure 4.32: Summary of the Production process atéhabora design house.

SourceKamuiru,2014.

Bahati Weavers Co-operative

The weavers usually are in agreement on the kialedogn required to be made. The first step
in production was to source for the sisal twinenfrthe local market in the required colors and
guantities. The sisal twines usually sold are refadyuse and are bought in form of warps and
wefts. A basic twining technique was used to mdieelasket that the researcher observed for
this research. A natural color of sisal was alseduthroughout for this particular plain color
kiondo. It was observed that the weaver began #se Isection of the kiondo with 3 warps
threads that lie crossing each at the center to ik points. Two weft threads were twined to
each of the wrap threads. In this weave the wriapsadl is in between two wefts. The 6 warps
were woven in a circular direction. The weaving towned until six to ten circular rows of
weaving could be counted. This was the formatiothefkiondos base. Additional warp threads
were then added to widen the base. A sisal wanpgsivas bent into half and placed in between
two of the woven warp threads. The new warps washared into the weaving by use of the
weft threads that interlocks them. More warps waatded after a number of circular rows had

been woven to create the required base diametbedfiondo.
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Once the base weaving is complete, the weaverragdiwith the twining technique in circular
motion to form the body of the kiondo. The weaverasured the kiondos height by counting the
number of rows. The kiondo weaving process is seeghe images in appendix 10. Once the
required height was achieved, the top part washed by folding the warp threads down and
sewing over of the weft threads tightly onto thendos body (see Figure 4.24). The weaving
takes several days and even weeks for some pradtedinish. The amount of time taken to
weave will depend on the time a weaver allocatehiactivity. During the research period, it
was observed that the medium size kiondo took 4 tiagomplete weaving.

Once the kiondo was complete, the weaver requoembihtact the artisan who would finish the
kiondo by sewing the leather binding, lining, zip@ad handles. This finishing process was
observed at Kariokor market on a variety of baskéte kiondos and the fabric to be used for
the lining were given to the artisan. The artidaentselects the leather available for the binding
and zipper size to be fixed onto the kiondo. Itsvadbserved that each kiondo was used to
measure the size of its lining required. The amtisgplains that this was because each kiondo has
its own size difference. The artisan measured #se lof the lining by placing the kiondo on top
of the fabric. The fabric was then cut along theebaf the kiondo. The height was likewise
measured by placing the fabric onto the kiondosybddhe length required was marked by
snipping a piece of fabric that is slightly ovee tedge of the kiondo. The measured fabric was
cut and the various pieces were stitched togeiiter.complete lining was then machine stitched
onto the inner part of the kiondo. The leather igdhat included the zipper was then stitched
over the kiondos brim. The process is repeated es tpe kiondos that required this
finish.Depending on whom the baskets were for, tiveye either sold at Kariokor market or

returned to Bahati Co-operative for final packimgl @elivery to the client.

The production process of the kiondo as observé&hhati weavers is not completed under one
roof. The weavers therefore cannot supervise thistfidone on the kiondo at Kariokor market as
they are not present. Most of the time the kionolose finished are sold to wholesalers in the
market. Any feedback given by the cutomers at thiatpof sale is often unkown to the weavers.
This aspect of a disjointed process of producti@s &lso pointed out during the focus group

discussions by designers Musyoki and Wamuo, whece haneviously worked with kiondo
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weavers in Ukambani. They explained that it becaiiffecult to control the outcome of finish
process asthe weavers are not involved. Thereisftire no supervision nor guidelines in place

for the artisan to consider for finishing the kiosd

Product development . Skl:i>llr§(ijrlrJ1CtrI(c))\r/]ement
e Customer requests . Kiondo vl\[/)eavin
* New market trends : veaving

» Kiondo finishing

Figure 4.33: Summary of production process at BahatCo-operative weavers.

SourceKamuiru,2014.

4.4.4.1 Skills training

Bombolulu Leather workshop

Information gathered from the semi structured wiew states the various skills trainings that
the artisans have. At Bombolulu leather workshbp,four interviewees all have over 10 years’
experience in the leather handicraft sector. The &stisans and the supervisor are directly
involved in the production of bags and have atghitteeir skills in various ways. The two
artisans have the formal basic 8-4-4 educatioreashe Kenyan standards despite physical their
disabilities. Each one has then received trainirggnf a technical institution (polytechnic).
According to Bombolulu artisan Chengo who is partisabled and walks with a limp, the
training he received was specific to leather prddac Basic skills like material, tools
identification, cutting, stamping/decoration andcking were taught in theory. There were
practical sessions where one had to the theory ket taught in use. At the training session,
one was often put under an apprentice to perfethemkills that they were able to best execute.
Skill perfection in their case was determined bgirttphysical abilities. He emphasises that
particular artisans were then good in certain slahd learnt to only work at that skill in leather
production. He gave examples of an artisan havertgpted leather thonging as a way of joining

leather piece or one who only decorated on leaikgrg handheld stamps.Upon completion of
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the polytechnic training, an artisan solicited forjob and often it was to work under an
apprentice in an established workshop. Chengo omnthat one is able to improve and perfect
their skills over the years through experience atkwHe has worked as a leather artisan for the
last 14 years, 10 of them in the Bombolulu Leatherkshop. He emphasize that even with the
technology changing with new machinesbeing usedynaartisan one is able to learn how to

produce better leather products efficiently.

Dominic, the other Bombolulu artisan interviewedlta®gr 29years’ experience in the leather
making industry, He was trained as a certifiedsartiat Gakeo College in Uganda from 1982 to
1985.He later came back to Kenya and initially apficed as a fundi in various small scale
producer in the Juakali leather making markets gafd and Kariokor markets. For over 7 years
he was able to practice and slowly perfect theowariskills taught in college. In 1992 he later
joined Bombolulu Leather workshops. Dominic empbesithat skills training and workmanship
is perfected through years of experiences. Jolnwibrkshops supervisor emphasizes that time
is a very important aspect that contributes topgbeecting of artisans skills. He argues that the
more times an artisan has done a process, the hetteecomes at it. The skills such as pattern
making, cutting, stitching, leather thonging, hatetoration, binding and finishing of leather a

bag is perfected with time.

SanaBora Design House

The researcher engaged two artisans in unstructimedviews where general questions in
regards to their skills training and job experiemegre asked. The artisans answered freely as
they undertook their production duties. Peter, thaster craftsman acquired his skills and
training at Thika Technical Training school afteompleting his basic education. After
completing his course in 1993 he was employedatiphilea Kenyan company that makes
handmade leather products. He worked and gainddexaerience in leather bag production at
this company until the year 2010. He later joinesh&ora Design house in 2010 as a master
craftsman and is currently a member of the prodacteam. Ann confirms that the artisan has
perfected his skills over the years and is knowdedbie in all areas of leather production. He is
able to efficiently translate bag designs from pap& the actual product as intended by the
designer. The artisan is mainly involved in makthg initial samples and at the final stage of

stitching and finishing the bags. Edith, anothdisan employedas a member of the Sanabora
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production team artisan is skilled at cutting atittlsing the bag pieces. She explains that she
was initially trained and gained a years’ expereeather previous place of employment at Kikoi

Limited. Although the company was involved in ganhaaking, she was able to acquire basic
skills in pattern cutting and machine stitchinge$tined Sanabora in 2010, and was trained in-
house on leather production. She was able to @sbkasic skills acquired at garment making and

translate them as required in leather production.

Bahati Weavers Co-operative

There is usually no formal process of training anoduction that is followed by the sisal basket
weavers. Traditional knowledge and skills over ybars have been passed on from mothers to
daughterson how to make kiondos for everyday hosee This is still done today among some
the few family members living in therural areastie Eastern parts of Kenya in Machakos,
Makueni and Kitui. Designer Musyoki who hails frahis region explains that the skills of his
people have not been documented for purposes wkefueéference. He argues that with the rural
to urban migration of people in search of jobs, meas have no daughters left at home to teach
weaving skills. There is also the aspect of modation and formal education that has
introduced vast interest most of them being from west thus traditional skills are no longer

attractive to the young generation.

Bahati Weavers has some of its members who areamatid daughter, who are also passing on
the skills to other interested women amongst th&linof the members however joined this co-
operative on the basis of knowledge in weaving. Mers have a variety of skills in weaving,
kiondos, mats, ropes, and hats. Ever member has kasvledge in weaving and some of the
women had experience of over 20 years. Some ofi¢lepatterns incorporated into the kiondo
weaving by the younger members were taught to lther aveavers. The researcher observed a
middle aged weaver working on a sisal and woolemdo with geometric patterns. She was
alsoteaching a much older colleague how to achieegatterns. The group members teach each
other on new skills acquired as explained by Mahovis one of the weavers. The researcher
observed that even when the weavers were working similar basket designs, the tension of

the weaving slightly differed. Some of the womenawers were able to achieve a tight
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weavewhile others had a loose weave. The womeraiega that this also contributed to the

variance in measurement in the intended size.

The artisan observed doing the final finishing kiendos at Kariokor also has self-taught skills.
Kiswilu attests to learning his skills through ohseglocal tailors at work while they made
garments. He was able to buy a sewing machine aadaught himself the basics of stitching.
He has used the sewing machine for the last 7 yednsish kiondos at the market. He explained
that his self-taught skills have improved througperimentation and trying out new designs as
requested by customers. He went on to explain hieatries out the particular requests as
explained by customers who may want particulaisfies done on kiondos. These new designs
are what he also proposes to Kiondo weavers faghing their baskets. At Kariokor market he
has two of his colleagues who have learned theaiclsitching skillsfrom observation and trying
out on the sewing machine. He further explained tleahas also taught them some of the

finishing skills as they worked.
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Bombolulu Workshops

Sanabora Design house

Bahati Weavers Co-

operative
Production
processes
Product
Realization This involvesresearch on therhe design team is involvedThe production of kiondo
current trends,Product desigin the research, productinvolves ideation and the
and development, Ideation andevelopment and ideatignproduction of an actual
prototype making of the bag.| of the bags. sample by the weaver.
Ideas are represented |in
simple and detailed sketcheddeas are represented (iThe weaver is guided by the
forms. simple and detailed customer’s request or hy
sketches new trends observed in the
Templates and Prototype of market.
the bag were made by th&dhe production manager
designer. supervises the craftsman findeas were represented |in
The bags price is worked olthe template makingorally and are observed as
from the prototype. process. A prototype isweaving is done.
madeand reviewed by the
Samples are photographed fadesign team. A pre- A samplessize guides the
documentation purposes. production of the bagweaver in the pricing of the
design is done and kiondo.
The cost of the bag is
worked out.
Each complete sample |s
photographed for
documentation purposes.
Production Production commences withProduction processesThe first process involved
Processes | training of artisan that leads [mbserved was team workhe sisal weaving of the

sample  bag productior

Reference is made

templates and artisan work ¢

from initia

1.that was done in a step |

ostep manner. Artisans ha

n\kiondo to completion by th

wdveavers. The second st

bag making

them as per their skills. T

ekiondo that involved

9%}

pispecific tasks allocated }_10W&S the finishing of the
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process of cutting the pattennprocesses were; cuttir;f;stitching leather handles,
gluing the bag pieces to thegluing and stitching, final binding, fabric lining anc
complete stitching of the bagstitching and finishing of zipper on the kiondo. This
Constant supervision waghe bag. Each team membewvas done by an artisgn
observed at every stage duringg a quality controller andspecializing in  kiondd

production. supervision finishing.

Skills Training | Artisans have acquired skillsThe artisans interviewedThe sisal kiondo weavers

training in the production ofare skiled and haveinterviewed explained t

L=

leatherwork  from various specialized in  leathgrhaving acquired their skill

192}

technical institutions. Theymaking. The masterthrough knowledge passed

also got basic training oncraftsman was trained injson to them by the olde

=

leather machine and toolkechnical institution and hgsgeneration. The artisans [at

handling. Artisans interviewedover 20 years’ experiengeKariokor with  machine

have over 10 years'in leather bag making. stitching skills are selft
experience in various leather taught and improve their
product making industries. skills with experience.

Table 4.4: Summary of Production processes from thease studies.

Source: Kamuiru, 2014.

4.5Summary of Findings

The researcher identified that the producers makasaortment of bags in various shapes and
sizes for both the local and export markets. Theigies were largely influenced by current
market trends. The case studies develop an anwllattion of bag designsand each have a
trained professional designer that was involvedhm product development. The design of the
leather bags and sisal kiondos were all geometrishiape. The leather bags were either
rectangular or square shapes while the Kiondo wéadeical. Most of the shapes could be
altered as per the bag design. The kiondo sizesdsar measurement per each basket measured
and the range sizes were approximated. The sizéee dfags depended on the intended function
of the bags. Large sizes of bags were sold aslliraydags while medium and small size
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bagswere targeted for everyday use. The raw mktersed to make the leather and sisal bags
were sourced locallyhaving been processed andhédisin Kenya. Other materials and
accessories used on the bags were sourced fromnslogps. Tools and machinery used by the

producers were bought from local and internaticoairces.

Each case study followed a specific production @ssdo realize their products. Bombolulu and
Sanabora have almost similar processes that inchedearch, product development and
production. Sanabora includes a pre-productionestegpart of its process. Both processes are
interactive and often involved a back and forth sroent throughout the various stages. The
processes were supervised andundertakenat thegersduespective workshops’. The Bahati
weavers were seen to have a process that invowedstages; product development and the
production of kiondos. Production of the kiondosalved the weaving done in Machakos and

kiondo finishing by artisan in Kariokor, Nairobi.

Individually, the case studies have set standarghwthey follow as per their business
practices. Criteria on consistency, dimensions styte were used by the producers as the
benchmarks and measures of quality of their praduthese were primarily driven by the
customer requirements and expectations for thdndeand sisal bags produced. In addition,
Bombolulu and Sanabora are members of the WorldTFade Organisation and adhere to their

set principles.

In conclusionthe quality of leather bags and sksahdos produced was dependent on various
factors. These include the appropriate raw materimdols and machinery, the production

process, skills of the artisans, the design inpdt @stomer requirements. Some of these factors
are largely influenced by the financial ability tfe producers which is a strong enabler of

quality.
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Chapter 5 Discussions

5.1 Overview

The product attributes were well executed and vegrecific in the design of the bags and
kiondos to the case studies. The sizes andrangalsoaletermined by the intended function of
the bag and Kiondo. The case studies have clagsifid are able to identify the sizes and range
available in their bag collections. The artisars asing the locally available raw materials and
accessories that are affordable.The tools and meshiised in production are sourced both
locally and internationally depending on the finiahability of the producer.The advancement in
technology has seen various new tools, machinesraterials that have influenced the designs
trends of leather bags. These machines often &t/ ¢o purchase and currently producers have
to make use of what they have. Thus the limitat@amesmet by modifications of the bag design
or even that of the machinery. Some bag designsuapally hand-stitched to acquire the
intended design aspect. This situation is seehdrsisal kiondo weavers’ case study. The quality
of the bags produced was dependent on the produyataress followed by each case study. The
quality aspects given to the producers per theooust requirements in the design briefs were

often met.

In regards to proposing an ideal production prgcéss findings from Bahati Cooperative

weavers were not considered. Information from taise study does not allow a critical analysis
of the entire production process. This case stadyoiwvever an example of the current situation
that Kenya handicraft producers face. The produkbar® an informal setup that has an erratic
design and production process that has too many. Jdgy often rely on customers request to
produce a product. It is unknown on what reseaval undertaken for product development.
Production usually starts in one workshop and mmeted by another producer at a different
workstation. In this setup it is difficult for guetines to be established and followed in order
facilitate feedback and improved output. The wesaweere aware of their need for professional

intervention of training in product developmenttthens to meet market needs.
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5.2 The Ideal Production Process

Bombolulu and Sanabora case studies each had aeused) up and adopted a product realization
process. In addition, each has set their own stdeadand were certified World Fair Trade
Members.Both identified themselves asbrands andh da&vecredibility by way of an
international guarantee system. Each of their prboo process was guided by in-house
standards and certification criteria that were used checklist to guide them towards producing
a quality product. A summary of the production msses from the two case studies was done
(see Figure 5.1). The Production processes begtimtheiresearch based on the customer’s
requirements for their products. The case studies ltrained designers and marketers who were
involved in the research and conceptualizationhefirt product range. Design concepts were
presented to skilled artisans who actualize theno iproducts.The set up production
processeswere seen to be interactive. The infoomati the various stages related in a back and
forth manner. New information and feedback leath®next step of production. It alsoensured
that the process was reviewed one step back taiwapt thus guiding the artisans towards better
outputs.Bombolulu leather workshop placed emphasismproving the skills and different
abilities of the artisans, materials used and ntalliity of the bags in relation price. Sanabora
Design house emphasis was on the function of thdyat which aims at achieving the best fit
for the customer. Other aspects included best bssipractices inteamwork andin-house skill
training for the artisans.Additional artisanal kihave been attained and are largely dependent
through on-the-job training and experiences.

The macro and micro factors that influence the algoroduction process are considered
throughout the entire process. The micro factoctuge the availability of materials, tools and
machinery, and the skills of the artisans. The ctisgies were able to access materials and tools,
improve the skills training of artisans and invest professionals such as designers and
marketers. These factors are largely determineithdypusiness goals and the financial ability of
the producer institution. Otherenablers affectiig tproductionprocesses from the macro
environment include the formal training of artisalegal certification, regional and international
standards for quality handicrafts. The various esagpbserved in the production processes from

both case studies were combined to propose an pdeduction process for Kenyan handicrafts.
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There are various aspectsthat can be includedtaléa production processto contribute in the
production of quality handicraft bags. These argeldaon their success in the Philippines as seen
in the conceptual framework (see Figure 2.7).Tlseaecher proposes the criteria that producers
can use as a checklist before proceeding to thestage of the production process (see Figure
5.2).
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Figure 5.1: Summary of the Production Processesadfi¢ 2 case studies

SourceKamuiru, 2014
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The first step in the ideal process is researchdiers in both case studies are involved in
market research.This involves the gathering ofvilé information in regards to the market
requirements. The producers also rely on the oustoto give their requirements. In the

Philippines the handicraft producers invest timel &ffort to stay current in terms of their

product design under a technical agency PDDCPhéndepartment of Trade and Industry.
Producers in Kenya can invest in product research development, material resources and
technical information. Theycan be supported byvah stakeholdersand the government by
linking them with professionals such as designend aarketers whose services can be

contracted (refer to Figure 5.2).

Product Sampling is the second step involving tegigh and conceptualization of an idea and
actualizing it into a functional product. The hasrdit producers in both case studiesengaged the
services of a designer in product design who waitk the artisans to produce a prototype. The
producers adhered to set standards are in terrnawofmaterial, tools, measurements as per
product brief requirements. They followed in-hougdgdelines and the international market
specifications. The Philippine handicraft prodscare guided by current market trends, product
specifications, national and international standalt accredit their products with an award of
excellence in handicrafts.The case studies carulaed by national standards that require to be
set up.At this stage the skills of the artisansase important.The skills training that artisans
acquire in both case studies are informal. Majasityhe artisans learn from each other through
on the job training and from experience where adbttrial and errors occur. Technical
institutions train artisans on basic skills unlikethe Philippines where training is based on
curriculum developed from competency standards.EMMn Kenya can adopt from TVET
training in the Philippines which is based on wtiréit must be performed and materials that are
directly related to the competency standards andicalum modules. Research from the
literature review points out that the artisan asset is based on the performance of work
consistent to the industry required standards amding programs are nationally- accredited
(refer to Chapter 2.6.2). The product sampling estean ideally proceed to pre-production with

the approval of a sample that has met all requirésne
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The Pre-production step prepares the artisansffiaiemt production. One of the case studies
Bombolulu overlooked this process and proceeded witoduction. The othercase study
Sanabora included this process in their productianvolved the counterchecking the efficiency
of artisan skills, tools and machinery and the labdity of materials. These aspects helped to
determine theamount required time to produce a thagexact quantity of materials and the cost
implications. The bags produced at this stage mi@déntifying the consistency required for
production. These includedthe execution of skillshrsas proper stitching,actual measurements
of the bag and color of material used. As explaibgdthe designer from Sanabora in the
previous chapter, this part of the process wasiderexd essential as the producers get feedback
from customers. The necessary changes and improwemeere done at this point before
proceeding with the final production.In the focuswp discussions, Designers Amy, Bee and
Minna concurred with this fact. Minna further expled that pre-production bags enabled the
final approval for production that is given withr@nty. The bags produced were then used for
test marketing to gauge the market response. Thigpthe producersare involved in test
marketing their products before proceeding withuakiproduction. Their handicraft products
were exposed to both local and international feorgest and learn the markets.The case study
Bombolulu can get involved in the preproductionbafgs and the test marketing. Both case
studies can get support from technical and govenhnagencies to attend trade fairs and

exhibitions.

The production process involves making of bagshe quantities in the required numbers.
Among the case studies, this stage was dependetiteoefficiency of the artisans who were
expected to meet the production timeline. Prodegtirements had to be met and bags produced
have to be consistent with the approved sample. &igting standards set by international
institutions in regards to handicrafts were alse srquired to be met by the producer. The
Philippine producers are the available in a largel pf well educated, skillful and highly
trainable workers thus production in quantitiesufficiently met in time for their markets. Their
products are guided by criteria set by regional Emernational institutions as discussed in the
literature review (see Chapter 2.6). In the igeaktess, the producers can be guided by national

standards that are required. Production efficieceny be met when the required quantities are
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produced as per approved prototype specificatiomisirwthe given time and meeting all the

product requirements.

There is no nationally approved mark that iderdifguality of handcrafted bags in Kenya.
Currently the producers brand acts as their in-banark of quality for the bag. The membership
certification acquired by the two case studies ftommWorld Fair Trade Organisation was also a
guality mark of assurance for bags produced. InRh#ippines, the Award of Excellence for
handicrafts is a “stamp of approvalthat guaranteasa handicraft product or product line meet
the highest standards of quality. It is guided Ioyeda as discussed in the literature review
which has to be met for a product to win the awgee Chapter2.6). The ideal production
process proposes for the inclusion anational M&Ruality. This can be used ascertification for
products that have met all the product requirementss can be guided by criteria which is
counterchecked and approved at each step of thé pdeduction process (see Figure 5.2). The
bags produced through this process which alsolbealark of Quality will thus be considered

as quality handicrafts.
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Chapter 6: RECOMMENDATIONS

The researcher recommends the adoption of the jlealuction process by the handicraft
producers in the production of quality bags. Thiéeda proposed in Figure 5.2for use in the
production of leather bags and sisal kiondos cen laé adopted by other handicraft producers. It
can be used as a checklist as it touches on theshafsmaterials, tools and processes towards
guality production. Better quality products meattdxelives for producers in terms of earnings

and opportunities.

Recommendations for further research are requimstandards and criteria that defineand
identifythe measures of the quality of handicraftKenya.The research should be done on a

wider scope in the handicraft sectoras this rebeamty investigated on three case studies.

The government and private stakeholdersshould dftgpport to institution involved with
handicrafts in capacity building. The interventihmough institutions would also successfully
aid in the implementation of quality criteria andceasures. The relevant stakeholders require
setting standards that will identify the qualityrafv materials and certification of artisan skills

training.

The government should also work towards the rec¢mgnof handicrafts as a national asset that

could generate the country revenue.
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Appendix A

Interview guide for producers

1. Which

a
b
c.
d
e
f.

of the following aspects indicate qualityiags? Rate from highest to lowest

. Materials used?
. Design aspects as per specification?

Good workmanship (for example straight stitching)?

. Environmental issues?
. Functionality?

Other?

2. What affects the production of bags

PO T

Training of artisan?

Level of education of Artisan?
Tools and machinery?
Materials?

other

3. What does quality control mean?

o

b
c.
d.
e
f.

Good quality materials?

. Good design execution?

Efficient Tools and machinery?
Efficient production time and processes?

. Sustainable practices

Other

4. How is quality controlled?

a.
b
c.
d.
e
f.
5. Which

a
b
C.
d
e
f.

Selection of quality materials?

. Efficient production processes?

Ensuring design criteria is met?
Sustainable practices?

. Who checks the quality? Counterchecks?

Other

is the best selling bag?

. How long has the particular design sold for?
. Who are you selling the product to?

How many pieces are sold per month?

. How many units are made per month? Time takenrmdyction?
. How many producers are involved in its making?

Other

6. What is the selling price of bag?

a)

Who does the price breakdown for the complete bag?
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b) What are the price ranges?
c) What is the profit margin/markup?

d) How often is the price reviewed?

7. Where are the materials sourced?
a) How often are the materials sourced?
b) In what quantities are the materials bought?
c) What are the price ranges?
d) Are there alternative sources?

e) Do you buy from these sources? Why?

8. Are there alternative materials for use?
a) Which materials are these?
b) Are the alternatives materials available locallg?dwn/ produced/processed)

c) What are the price ranges?

9. Which machinery/tools are used in production?
a) Where are the machines sourced?
b) Who repairs/services the machines?
¢) Who trains the artisans on the use of the machines?

10.Who designs the bags?
a) Who makes the first prototype?
b) How do the artisans replicate bag during productiban order?

¢) Who amends the design for the bag?
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Appendix B

Guiding questions for focus groups

What is quality in reference to handicrafts?

What characteristics denote the quality of handli€?a
Who determines the quality of the handicraft pra@uc
Does the quality of handicrafts have any signifith

Does the price of handicrafts have any signific&nce

-~ ® a0 T p

What factors affect quality of handicraft products?
What can be done to improve the quality of handlis?Pa

Q

Members of focus groups (product development) baltlovember 28 2013, December 13
2013, July 1% 2014, and in April 26 2014.

Minna -Mifuko
. Amy- Hiro and Wolf
. Bee-From Afar

. Musyoki -Common Interest

1.

2

3

4

5. Suzie- Ngiringiri
6. Kerry-Servv

7. Saphia- Fair Trade Company/People Tree

8. Jenny- People tree

9. Nzisa- Nzinzi designs

10. Wamuo- Bea collections

11.Masinde- Undugu

12.Zohra- Mohazo

13.Everlyne- Imani

14.Nthiwa- Machakos District Cooperative Union

15.Jemimah-Maasai Basecamp
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Guiding questions for Consumers
a) What was considered when buying the bag?
b. Is the bag well made?
c. Does it serve the purpose it is intended for?
d. Are there any faults on the bag? Can the faulisasdy recognized?
e. Is the bag worth the price?

List of consumers interviewed on Novembel"2913, January 172014, April 28" 2014and
August 18'2014.

Lydiah

Athman

Peter

Beth

Nyawira

Karimi

Liz

Christine

© 0 N o g s~ wDdhPE

Namiyo
10.Harriet
11.Kanini

12.Teresia-Alice

Guiding questions for Professionals
a. What aspects are considered in defining the qualitieather and sisal bags in
Kenyan handicrafts?
b. Are there any indicators used to measure the quafitieather and sisal bags
made in Kenya?
c. Are there any policies in Kenya setup in regardguality of handicrafts?
d. How do our leather and sisal bags measure up vis-athers producers’ bags in

the handicraft market?
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List of professionals interviewed on Januar{ 2014,March 62014, August 272014.
1) Beatrice- Export Coach trainer
2) Rebecca- Export Promotion Council
3) Mwangi- Export Promotion Council
4) Njenga- Kenya Industrial Research and Developnrestitlite
5) Wanjohi- Co-operative College of Kenya

Appendix C

Observation guide for producers

a) What design process is used by the leather de$igner
b) What materials are in use besides the leather?

¢) What machines are in use in the workshop?

d) How many bags are made per day?

e) What is the production process in use by the ar$ida

f)  Who makes which part of the bag?

g) Are any references are made to patterns or prae®/p

h) Are there any controls/ measures in place?

i) Are there any quality checks done throughout prodo@

J) If mistakes occur, how are mistakes rectified withroduction?

Appendix D

Records guide from producers

a) Are there any sales records for the bags? Monthiy®ial?

b) What records does the producer have for productidpment?

c) What records doe the clients send to the produareprioduct development and
production?

d) Does the producer have records on quality checks?

e) Are there any records on clients’ feedback in rdgao the leather bags
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Appendix E

Work plan
Date Activity End Date
January 2013 Presentation of Concept paper Jag0as/Completedl
April 2013 First Presentation of Project Proposal prin013 Completed
October 2013 Second presentation of Project Prbposa | October 2013dompletedl
November2013 Third presentation of Project report November- N8y 4

(completeg

Feb to June 2014

Data collection / Fieldwork

June —July 2014

Presentation of Project Report elath collected

June-August 20ddifhplete)

August— September Data analysis of research Project findings Julyusi@014Completd
éoei)étlember 2014 Presentation of Projects findingsaaalysis August 201@¢pmpletd
October 2014 Final presentation of project findings September 2014(ompletg

recommendations and conclusion

Estimated research budget

Equipment
Purchase of Research Tools & Materials — Kshs 10,000
Purchase of Literature Material - kssh0,000
Purchase of Stationery and other writing material — Kshs 5,000
Travel
Transport & Lunch to various sites for interviews - Kshs 20,000
Other Costs
Printing, photocopy and binding costs - Kshs 20,000
Library Membership at various Libraries - Kshs 5,000
Communication and internet services access - Kshs 15,000
Miscellaneous Costs — Kshs 10,000
Total Costs - Kshs 95,000
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Appendix F

Below are catalogue pages showing leather bagotiolfes from two case studies

Leather & Canvas Collection

PAGE 7

Assorted bags collectionBombolulu leather worksi&gurce: Kamuiru, 2014

Assorted bags collection from Sanabora Design H&serce: Kamuiru, 2014
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Appendix G

Handmade leatherbags observed atthe Christmas imsakein BelgiunSource: Kamuiru,
December 2013

Assorted handmade leather bags observed in rdétag s1 EthiopiaSource: Kamuiru, April
2014
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Appendix H

Large sizes of kiondos as observed by the reseaathi€ariokor market. This size of kiondo is
usually finished with a leather binding that is tastitched on the kiondos brim. Leather handles
are then hand stitched on the opposite sides heaop of the kiondo body. The first kiondo had
the two leather strap handles that were hand setit@dnto the kiondos body near the top of the
baskets brim. The second kiondo had one long hahdtevas fixed onto the kiondos body. This
included having two rectangular leather pieces thate hand stitched on either side of the
kiondos body. This leather pieces have a circutée bn the top ends. The leather strap used for
the handle goes in through the circular hole amsikhotted in place on both sides of the kiondo.

The small sizes of kiondos observed by the researah the
weavers market had a long leather handle stitcieglitber side
of the basket. The leather handle measured 403riohg.
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Small size of kiondos with beaded brim
finish as observed at the Kariokor Market.

Source: Kamuiru, April 2014

Appendix |

Image showing a range of sisal baskets requesteal dlignt produced by Bahati Cooperative
weaversSource: Kamuiru,2014.

The weavers explained that the client rejectedbthekets because the coloured shades of the

blue dye was not consistent and sizes of the baiffésed in all the baskets made.
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Appendix J

The researcher observed the ongoing weaving pramlesssisal and woolen Kiondo at the

Kariokor market. The geometric patterns wereincoafedl in the desigBource: Kamuiru,2014.

Appendix K

A diversified rangeof a leather bag
design as observed at the Sanabora
Design house. It includes three
handbag sizes, a coin purse, a small
purse, a cheque holder, phone case, a
clutch purse and a matching belt.
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Bags from Sanabora design house showing a diveasger of leathers used at the

workshopSource: Kamuiru, 2014.

Appendix L

Artisan observed using measuring tools to cut caitepns for bags at Bombolulu leather

workshop.Source: Kamuiru, 2013.
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